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Abstract
Janâcek knew and loved Puccini’s opera Madama Butterfly and he acknowledged that 
the inspiration for his heroine Katya in his sixth opera Katya Kabanova was modified on 
the character of Cio-Cio-San. Janâcek scholar John Tyrrell has identified one exampie 
of Puccini’s influence on Janâcek in the parallel of the introduction of the two operatic 
heroines in their first scenes. The purpose of this seemingly isolated reference is 
unclear, yet the allusion is so strong, both in terms of melodic line and also the 
positioning within the opera itself, that it is unlikely that this decision was unconscious. It 
is hoped that by gaining a greater insight into the concept of allusion and its function and 
purpose within the context of the operatic genre that this can be recognised and 
identified in order to offer an explanation between the connection of Puccini’s and 
Janâcek’s music.
In order to explore this further, the historical and cultural contexts within which both 
operas were composed are examined. The operatic aesthetics of the time are also 
considered in order to identify common stylistic trends of the period. Puccini’s and 
Janâcek’s attitudes towards death are discussed, and their portrayal of the female 
heroine is examined in detail.
A detailed analysis of the final death scenes in both operas reveals further allusions in 
relation to the use of motives, themes, structure and scoring. More significantly, 
parallels can be drawn between Puccini’s and Janâcek’s choice of keys and key 
relationships, suggesting that the structures show ciose parallels.
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IV
Madama Butterfly and Katya Kabanova -  a discussion of their aesthetic, cultural 
and historical contexts and the concept of allusion In early twentieth-century 
music.
Eighteen years separated the premières of Puccini’s opera Madama Butterfly 
(Milan, 1904) and Janâcek’s opera Katya Kabanova (Prague, 1922). As one would 
expect, there are strong contrasts in terms of compositional style, musical status and 
nationality of the two composers and these can be identified within their operatic 
writings. However, Janâcek openly acknowledged his admiration for Madama Butterfly 
in a letter to Kamila Stosslova, and alluded to the influence of Puccini’s opera in relation 
to the composition of Katya Kabanova.
The primary purpose of this chapter is to ascertain any specific elements of 
Puccini’s compositional style that may have influenced Janâcek. To identify these it is 
vital that the operatic aesthetics of the time are considered, in order to recognise 
common stylistic trends of the period. This will be achieved through a thorough 
exploration of the two operas (in particular the two death scenes), taking into account the 
historical and cultural contexts within which both operas were composed. In particular, 
the aesthetics of reaiist opera will be reviewed and will be discussed in relation to other 
movements of the early twentieth century, including romanticism, naturalism, symboiism, 
expressionism, orientalism and the idea of the exotic. It is anticipated that the 
similarities and differences between Puccini’s and Janâcek’s operatic writing will then 
become more evident and that any aspects of Puccini’s influence on Janâcek’s operatic 
writing may become apparent.
IIn operatic writing of the late nineteenth and early twentieth century, one of the 
most significant artistic movements was the concept of reaiism. The aesthetic aim of 
reaiism was the effective representation of the concrete, historical nature of human life. 
Lilian Furst comments that:
Realism is the product and expression of the dominant mood of its time 
(the mid to late nineteenth century): a pervasive rationalist epistemology 
that turned its back on the fantasies of Romanticism and was shaped 
instead by the impact of the political and social changes as well as the 
scientific and industrial advances of its day.
Furst, 1992, p 98.
In realism, details of environment, motivation and circumstance become the context in 
which human values and fate are artistically explored. The emphasis of realism tends to 
be on the character as an individual and his or her social environment.
Reaiism was a major trend in French novels and paintings between 1850 and 
1880. One of the first appearances of the term realism was in the Mercure français du 
XIXe siècle (1828) where the word described a doctrine based not upon imitating past
artistic achievements but upon the truthful and accurate depiction of the models that
\
nature and contemporary life offered to the artist. The French proponents of reaiism 
rejected the artificiaiity of the Classicism and Romanticism of the academies and were 
convinced of the necessity for contemporary ideas in effective works of art. They 
attempted to portray the lives, appearances, probiems and customs of the middie and 
lower classes, of the unexceptional, the ordinary, and the humble. They conscientiously 
set themselves to reproducing ali the ignored aspects of contemporary life and society - 
its mental attitudes, physical settings, and material conditions.^
’ For more information see Pioch, N ., 2002: ‘Reaiism ’, httD://www.biblio.ora/wm/Daint/alo/realism/
The novelist Honoré de Balzac is generally hailed as the father of literary realism. 
In his series of novels and stories titied La Comédie humain^ (1831-47) he attempted 
systematicaily to render a portrait of aspects of France during his lifetime, from the thief 
and the prostitute to the highest aristocrat and politicai leader. His attention to detail was 
obsessive, with long passages of the description of settings being a characteristic 
feature of his work. However, most significantly, his works incorporated a specific 
device for maintaining the interest of his audience: the continual reappearance of certain 
characters from one work to the next - as protagonists and then as secondary figures. 
This idea dates back to classic bodies of work such as the Homeric epics and the 
Medieval Arthurian romances, but its effect in Balzac's work was different as readers 
could recognise a siightly altered version of the world they themselves inhabited as they 
moved from story to story. Balzac’s plots are not truly realistic as they are fiiled with 
sensational conspiracies and crimes and wildly improbable coincidences. Thus while his 
works are still essentially Romantic, they have a realistic veneer.
The French socialist and naturalist writer Émiie Zola was another key figure of 
the time. In 1866 he gave a speech to the Congres Scientifique in Aix-en-Provence in 
relation to the realist novel where he surveyed the development of the novel from the 
earliest Greek specimens down to the nineteenth century:
Gone are the times when the reader was kept in suspense by a 
complicated dramatic but improbable story; the sole object is to register 
human facts, to lay bare the mechanism of body and soui. The plot is 
simplified; the first man one comes across will do as a hero; examine him 
and you are sure to find a straightforward drama which allows full play to 
all the machinery of emotion and passion.
Zola cited in John, 2002, p 47.
 ^The title of the series was chosen to contrast with Dante's Divine Comedy, which had portrayed everything except the 
earthly human realm.
Zola’s description characterises reaiism through three main elements. First, he 
abandons mythological, historical or dynastic subjects, turning instead to subjects drawn 
from everyday life, his heroes not being determined by their social status. Second, that 
full play should be given to all the machinery of emotion and passion, suggesting that 
these elements form the emotional drive behind the drama. Third that the story should 
be simple, without intricate or complex relationships or plots.
The transfer of the term realist from literature and art to music is complex.
Realistic operas like Umberto Giordano's Andrea C/îén/er (1896) were created in the last
decade of the nineteenth century in Itaiy, but it is the piot rather than the music which
can be said to participate in the movement toward realism. Since pure, untexted music
is not usually considered representational (with the controversial exception of
"programme" music), it cannot be said to be more or less realistic. Therefore if an opera
is to be characterised as realist, this is determined predominantly by the libretto, staging
and production. Carl Dahlhaus describes realism in music as:
a tendency to give artistic treatment to areas or aspects of reality which 
were previously, in ciassicism or romanticism, excluded from the realm of 
art.
Dahlhaus, 1989, p 402. 
Accordingly, the “areas or aspects of reality” include subjects that had previously 
been considered as unsuitable for operatic audience, such as strong reference to love, 
sex, hate, fear and revenge and lower miserable social classes. In terms of music, 
opera is the genre that is the most productive in terms of realism because of the 
combination of music and staged drama. However, Ferruccio Busoni was of the opinion 
that pure realism in opera and the theatre was untenable, primarily because the concept 
of demonstrating actions on stage whilst singing was not a credible portrayal of everyday 
life. He considered opera to be a fantasy means of conveying realist concepts and 
subjects. Busoni (cited by Dahlhaus, 1985, p 11) therefore deemed that the only way to
make the situation aesthetically plausible was to ensure that the action was set in the 
reaim of the “incredible, the untrue, the improbable” so that “one impossibility props up 
the other”.®
Realism in Italian opera can be traced back to Verdi’s early opera Luisa Miiier 
(1849). The gloomy and dramatic situations of works such as Ernani (1844), Rigoietto 
(1851) and // Trovatore (1853) pre-empted realistic traits through the portrayal of the 
consuming passions of their characters. Reaiism in La Traviata (1853) is approached 
through the vivid descriptions of Violetta’s former life of prostitution, and its social 
repercussions in iater years. However, the opera itself is written in the style of grand 
opera, and this is an example of where the realist subject does not determine the 
iabeling of the opera as realist."^
Bizet’s Carmen (1875) combines elements of romanticism and realism within its 
melodramatic theme. It belongs to the genre of opéra-comique, and it should be read in 
part terms of the conventions of that genre. A characteristic of opéra-comique was that 
diaiogue should be spoken rather than sung and it is interesting to note that Bizet 
deliberately wrote Carmen with spoken dialogue, despite knowing that this would require 
almost immediate revision to make it acceptable for the cosmopolitan audience which he 
was attempting to reach. Unfortunateiy, Bizet was not able to complete this before he 
died and his long-term friend and colleague Ernest Guiraud undertook the task. Spoken 
dialogue had a number of advantages -  primarily that it allowed the characters to make 
more extensive and flexible interchanges, whereas attempting to convey large amounts 
of text through recitative could be cumbersome and unclear. Also, the use of spoken
® Ferruccio Busoni, Entwurf einer neuen Aesthetik der Tonkunst (Frankfurt am Main, 1974), 23.
* Julian Sudden (Sudden, 1978, p 165.) resists the implication that Verdi had any personal reasons for treating the 
Marguerite Gautier/Violetta Valery story so sympathetically, yet, Arblaster ( Arblaster, 1992, p 31) states that at the time 
Verdi was living with Giuseppina Strepponi in Susseto, which was provoking gossip amongst society. This passage has 
such striking similarities with the operatic scene where Germont busts into Violetta’s house. She reproaches him with the 
aria Donna son io, signore, ed in mia casa and from this it seems unlikely that Verdi was unaware of, or did not 
consciously acknowledge the similarities between the play/opera and his own current situation with Giuseppina. One of 
the reasons why the opera is so successful is that Verdi’s insight into modern domesticity and the translation of this 
element of realism into opera allows the audience to relate to the subject on Verdi’s own personal terms.
dialogue was considered to be realist within the context of opera as this was more in 
keeping with everyday life.
In Carmen, traditional musical forms are skillfully adapted to the changing moods 
of the drama, which alongside unconventional harmonies and scoring gives the opera a 
striking result. Bizet employs a mixture of styles in the musical and dramatic portrayal of 
Carmen’s character, including elements of realism, naturalism, orientalism and the 
exotic. Romanticism is highlighted in the portrayal of the character of Michaela. Her 
primary function is to remind Don José of his origins and to therefore highlight the stark 
contrast with his current surroundings and relationship with Carmen. However, despite 
the genre of drame lyrique^ the work is truiy a prototype of ‘operatic realism.’ The 
subject matter, which tends to define the opera, is undoubtedly realist in its origins and 
this is shown through the character of Carmen. Her lawless life as a gypsy and 
smuggler, her work in a cigarette factory and penchant for smoking and fights with other 
women all show elements of realism.
The emergence of Naturaiism does not mark a radical break with Realism; rather 
the new style is a logical extension of the old.® Émile Zola invented the term partly 
because he was seeking for a striking platform from which to convince the reading pubiic 
that something new and modern in his works of fiction had emerged. He argued that his 
special contribution to the art was the application of the scientific method to the creation 
of characters and plot. Placing characters with defined characteristics into a carefully 
structured environment and observing the resulting behavior would create the new 
"scientific novel". No novelist can actually work like this, since both characters and
Drame lyrique was a term used to define lyric drama -  i.e. serious opera 
® The term was invented by Émile Zola. He inherited a good deal from his predecessors. Like Balzac and Flaubert, he 
created detailed settings, meticulously researched, but tended to integrate them better into his narrative, avoiding the long 
set-piece descriptions characteristic of earlier fiction. Again, like Balzac, he created a series of novels with linked 
characters and settings (Les Rougon-Macquart: Histoire naturelle et sociale d'une famiile sous le second Empire -  “The 
Rougon-Macquart: Natural and Social History of a Family During the Second Empire which stretched to twenty novels. He 
tried to create a portrait of France in the 1880s to parallel the portrait Balzac had made of his own times in the Comédie 
humaine. Like Flaubert, he focused on ordinary people with often debased motives.
setting are created in the distinctly subjective mind of the writer; but Zola's novels place 
special stress on the importance of heredity and environment in determining character. 
They are anti-Romantic in their rejection of the self-defining hero who transcends his 
background. History shapes his protagonists rather than being shaped by them which 
leads to an overwhelming sense of doom in most of his novels, culminating in a final 
catastrophe.
Zola further tends to create his principal characters as representative types 
rather than striking individuals. He places great emphasis on people acting in groups, 
and is one of the great writers of mob scenes. Humanity in the mass is one of his chief 
subjects, and his individuals are selected to illustrate aspects of society. Zola can be 
said to have created in Germinal the disaster narrative exemplified in popular twentieth 
century novels (such as Arthur Hailey's Airport) and movies like The Towering inferno 
and Titanic. The formula is a classic one: assemble a varied group of representative 
characters together in some institution or space and subject them to a catastrophe and 
watch how they individually and collectively cope with it. He also took frankness about 
sexual functions much further than the early Realists had dared; and it is this, combined 
with a pervasive pessimism about humanity, which chiefly characterizes the Naturalist 
novel.
Carmen could be viewed as naturalistic, particularly in the sense that her
‘femme-fatale’ character carries the realistic elements which transform her into a
stereotype. This aspect was reflected in the reviews of the first performances, where
attacks were made on the overt portrayal of female sexuality in the opera:
Friends of unrestrained Spanish gaiety must have been delighted. Those 
Andalusians with sun-burned breasts, the kind of women, I like to think, 
who are found only in the low cabarets of Seville and lovely Granada. A 
plague on these females vomited from Hell!.... this Castilian 
licentiousness! It is a delirium of castanets, of leers a la Congreve, of 
provocative hip-swinging, of knife-stabs gallantly distributed among both 
sexes; of cigarettes roasted by the ladies; of St. Vitus dances, smutty
rather than sensuous. To preserve the morale and the behaviour of the 
impressionable dragoons and toreadors, who surrounded this demoiselle, 
she should be gagged, a stop put to the unbridled twisting of her hips.
Cornettant cited in Curtiss, 1964, p 403.
In the late nineteenth century elements of realism and melodrama combined to 
form the concept of verismo, a complex phenomenon that embraces a number of 
stylistic aspects. Through its focus on violence, melodrama and extremities of emotion, 
verismo was often associated with the realist subjects of ‘low life’ and showed similarities 
to french naturalism.^ Mascagni’s opera Cavaiieria rusticana (1890) is possibly the most 
famous example of the verismo style.® Taken from Giovanni Verga’s Vita dei Campi, it is 
based on a series of short stories taken from the realist drama of life within the peasant 
community, presenting their lives of endless toil, endurance, jilted love, revenge and 
murder. However, Dahlhaus (Dahlhaus, 1989) makes the point that Mascagni takes the 
emotional outline of the plot and divorces it from any particular place and time, thus 
destroying Verga’s social motivation.
Milieu painting was a key feature of operatic writing at this time and was closely 
linked with the verismo style as it enabled composers to add musical interludes, songs, 
choruses and dances to add richness and variety to opera. These would give an 
indication of the operas intended context, but without compromising the structure or 
pace of the drama. In turn, composers could also add a nationalist element to the 
music, through the use of traditional folk songs and dances. The inclusion of these 
elements of local colour ensured that stylistic devices did not become stale. It also 
reinforced elements of tradition, but the primary factor was that it offered composers an 
alternative to the dilemma that faced them during this period of musical modernism.
 ^Therefore verismo is connected more with Puccini’s opera Tosca, due to its portrayai of vicience and high emotion, than 
to La Bohème, which despite its poverty-stricken setting , is not depicted as an antagonistic situation.
® It created a sensation at its first performance in 1890 and made Mascagni famous overnight, giving him the type of 
success that was unfortunateiy not to be repeated in his subsequent operas.
From the first performance of Wagner’s Tristan and isoide (1865) to Berg’s
Wozzeck (1925) and Luiu (1937), composers were faced with an ambiguous position.
They could potentially run the risk of jeopardising the effectiveness of their drama
through the use of a modernist style, which might not be deemed acceptable by their
traditional opera lovers. Alternatively, they could sacrifice stylistic modernity for the
theatrical and dramatic effectiveness, but this could result in them having to relinquish
the claim of historical ‘authenticity’. As Dahlhaus said:
a composer was expected to be original, to bring forth the new in a 
manner which, at the same time, manifested the ‘origins’ of his existence.
Dahlhaus, 1989, p 37.
Russian realism has its origins in the writings of its European counterparts until 
the 1840s when the influential literary critic Vissarion Belinsky insisted that art had a duty 
to society in that it must reflect reality, and that it must have a message. Under his 
supervision a movement satisfying these criteria began in the mid-1840s. At first termed 
the natural school, the movement developed into the so-called realist school after 
Belinsky's death. The leading realists began to be published in the late 1840s: the 
novelists Ivan Turgenev, Ivan Goncharov, Fyodor Dostoyevsky, Aleksandr Sergeyevich 
Pushkin and Count Leo Tolstoy; the poet Nikolai Nekrasov; the novelist and political 
thinker Aleksandr Herzen and the playwright Aleksandr Ostrovsky. Many of these 
authors’ works were taken and transformed into operas.® General characteristics of 
nineteenth-century Russian realism include the urge to explore the human condition in a 
spirit of serious enquiry, yet at the same time, not excluding humour and satire. The 
tendency was to set works of fiction in the Russia of the writer's own day and to cultivate 
a straightforward style, but one also involving factual detail. It leaned towards an
® Prokofiev set Tolstoy’s epic novel War and Peace (1941-2,1946-7 and revised up to 1953), Tchaikovsky set Pushkin’s 
novel Eugene Onegin (1877-78), Janâcek set Dostoyevsky’s semi-autobiographical novel Notes from The House of the 
Dead (1927-28) and Ostrovsky’s The Thunderstorm (1919-21).
emphasis on character and atmosphere rather than on plot and action, and an 
underlying interest in human weakness and wickedness.
The principles of realism, of breaking down the prevailing artistic, ethical and 
social assumptions, played an essential role in modernism. Realism became a vital 
strand in musical modernism for composers such as Strauss and Mahler. The influence 
of Wagner’s prose texts was tremendous, and at the turn of the century, the 
requirements from librettists and their libretto writings were changing considerably. 
There were difficulties in fashioning texts that were not only suitable for musical setting, 
but that would also rise above sentimental effects. In order to deal with this problem, 
composers began to write Literaturoper,^° where an adaptation of a spoken play was 
transformed directly into an operatic text.^  ^ This offered a solution to the post- 
Wagnerian libretto, and eventually became characteristic of the time, whereas it had 
previously been unthinkable in operatic history. Dahlhaus wrote:
It was this problematic relation between the dramaturgy of Literaturoper 
and the language of musical modernism that provoked Strauss and 
Debussy, at the turn of the century, to write operas, and that drove 
Strauss in Elektra to the most extreme consequences available to him 
before he more or less lost heart in Der RosenkavalierU9M).
Dahlhaus, 1989, p 347.
The issue facing all composers of the time was that of the setting of prose text, 
which could be considered to be more realist in comparison to verse. Dahlhaus 
(Dahlhaus, 1989) writes that there was a connection between Mussorgsky and Janâcek 
primarily through their decisions to set prose text, but in such a way that it was 
determined by the inflexions of speech.
This was used in 1868 by Mussorgsky in his unfinished opera The Marriage.
”  Influential examples include Debussy’s Peiiéas etMéiisande (Maeterlinck, 1902) and Strauss’s Salome (Wilde 1905) 
and Eiektra (Hofmannsthal, 1909).
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Symbolism originated in the revolt of certain French poets against the rigid 
conventions governing both technique and theme in traditional French poetry, as 
evidenced in the precise description of Parisian poetry. Symbolists wished to liberate 
poetry from its expository functions and its formalised oratory in order to describe 
instead the fleeting, immediate sensations of man's inner life and experience. It 
attempted to evoke the ineffable intuitions and sense impressions of man's inner life and 
to communicate the underlying mystery of existence through a free and highly personal 
use of metaphors and images. These images, despite lacking precise meaning, would 
nevertheless convey the state of the poet's mind and hint at the dark and confused unity 
of an inexpressible reality without ever making it clear for the reader.
Such Symbolist forerunners as Verlaine and Rimbaud were greatly influenced by 
the poetry and thought of Charles Baudelaire, particularly by the poems in his Les Fleurs 
du mal (1857). They adopted Baudelaire's concept of the correspondences between the 
senses and combined this with the Wagnerian ideal of a synthesis of the arts to produce 
an original conception of the musical qualities of poetry. Thus, to the Symbolists, the 
theme within a poem could be developed and "orchestrated” by sensitive manipulation of 
harmonies, tones, and colours inherent in carefully chosen words. The Symbolists' 
attempt to emphasize the essential and innate qualities of the poetic medium was based 
on their conviction of the supremacy of art over all other means of expression or 
knowledge. This in turn was partly based on their idealistic conviction that underlying 
the materiality and individuality of the physical world was another reality whose essence 
could best be glimpsed through the subjective emotional responses contributing to and 
generated by the work of art.
Such masterpieces as Verlaine's Romances sans paroles (1874) and Mallarmé's 
L'Après-midi d'un faune (1876) sparked a growing interest in the emerging innovations of
11
progressive French poets. Jean Moréas in Le Figaro published the Symbolist manifesto 
itself on September 18, 1886, in which he attacked the descriptive tendencies of Realist 
theatre and Naturalistic novels. He also proposed replacing the term décadent, which 
was used to describe Baudelaire and others, with the terms symboiiste and symboiisme. 
Many symbolist reviews and magazines sprang up in the late 1880s, their authors freely 
participating in the controversies generated by the attacks of hostile critics on the 
movement. Mallarmé became the leader of the Symbolists, and his Divagations (1897) 
remain the most valuable statement of the movement's aesthetics. In their efforts to 
escape rigid metrical patterns and to achieve freer poetic rhythms, many Symbolist 
poets resorted to the composition of prose poems and the use of vers iibre, which has 
now become a fundamental form of contemporary poetry.
Possibly the most famous example of symbolism in opera is Debussy’s Peiiéas 
et Méiisande. By adopting Maeterlinck’s play in its original form (albeit somewhat 
abbreviated through the loss of the servant scenes), the opera became more abstract 
and historically intangible than the original play. The play was considered to be a form 
of lyric drama and was part of a genre which emerged not so much from continuous, 
century-long formal tradition such as tragedy and comedy but from the state of fin-de- 
siècle literature. Debussy scorned Wagner’s leitmotif technique, yet in principle his own 
use of motives can be linked closely with that of Wagner’s, as his motives refer to 
characters (Golaud, Méiisande and Peiiéas), and symbolise objects (such as Golaud’s 
ring, or the lighting of a lamp) or surroundings (the woods). These recur in new 
contexts, as in the case of Wagner’s, yet the fundamental difference is that they seldom 
undergo any form of symphonic development. Ironically Wagner’s ideas were known to 
have a profound influence on Symbolist thought -  Baudelaire (acknowledged
12
unanimously as the father of symbolism) quoted Wagner’s ‘Letter à Berlioz’ in the 
subject of music and poetry:
At the precise point where one of these arts [of poetry or music] reached 
insuperable limits, there began, with the most rigorous exactitude, the 
realm of the other, so that as a result through the intimate union of these 
two arts together would be expressed with the most striking clarity what 
neither could express alone.
Wagner cited in Tiersot, 1935, p 194.
In Wagner’s early writings his leitmotifs tended to mirror the visible drama, yet he 
refined this in his later works to reflect on ideas and vague, undefined concepts in a 
manner redolent of symbolism.
Mussorgsky’s approach to the setting of musical prose was to support the vocal 
line through the use of symbolic orchestral leitmotif after the Wagnerian model. 
However, Janâcek criticised this approach (Dahlhaus, 1985) viewing the influence of 
Wagner as backward, and indicating that Mussorgsky was revisiting a stage of evolution 
that he himself had encountered back in his first opera Sarka (1887). He was also of the 
opinion that whereas the use of themes and motives can act as a framework and 
structure to the music, in Mussorgsky’s case, this lacked consistency through the 
incompatibility of a realist vocal line alongside a symbolic-cum-structural orchestral 
fabric.
Debussy intended to dissolve rather than elaborate on the motives emerging as 
symbols from within the orchestral background. As Dahlhaus wrote:
he is a composer who retracts rather than expands. In psychological and 
music-dramaturgical terms, this means that he confronted Wagner’s 
technique of escalation, expressed in an almost insatiable lust for 
sequences, with a technique of reduction that ultimately leads the music 
into silence.
Dahlhaus, 1989, p 550.
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Interestingly, it is this “tendency to retract” that Dahlhaus describes that defines the work 
as being symbolist as opposed to the use of musical symbols that defines the opera.
If the lyrical process in Mallarmé’s poems consists in ‘retracting’ the 
meaning of the words until they stand as ciphers for the unutterable, a 
similar process takes place in Debussy’s music as the nominal meanings 
attached to his leitmotivs gradually fade so as to make way for 
premonitions arising from anxiety, the psychic core of fin-de-siècle lyric 
drama.
Dahlhaus, 1989, p 551.
In 1896, Oscar Wilde’s symbolic tragedy Salome had a single solitary production 
in Paris before being subsequently withdrawn, owing to the scandalous nature of its 
subject. However, in Germany, where the translation first appeared in Breslau (1901 ) 
and later in Berlin (1902-3), with staging by Max Reinhardt, it enjoyed the success of 
over two hundred performances. The German production should be examined within the 
broader social context -  it was one of a series of premieres shown at the time, alongside 
Strindberg’s Rausch, Wedekind’s Erdgeist, Gorki’s Nachtasyl and Hofmannsthal’s 
Elektra. However, the common feature present in these premieres was the portrayal of 
demonic feminine sexuality.^® Karl Kraus^® (cited in Hammond & Hose, 1988) observed 
that Reinhardt’s production of Salome ignored the symbolic content of the play and 
replaced it with extreme realism. Significantly, it was this production which Strauss 
(while working on an operatic adaptation of the same play) attended and this potentially 
may have influenced his setting of the opera and its subsequent mix of symbolism and 
realism.""^
Expressionism developed from the subjectivity of romanticism (demonstrated by 
the lasting consequence of Wagner and Tristan and isoide), and also from a realistic
As is predominantly the case with art, woman’s sexuality was also paralleled In visual art at this same time. (Franz von 
Stuck: The Kiss of the Sphinx (c. 1895); Ferdinand Khnopf: The Caresses of the Sph/nx (1896); Edvard Munch: Vampire 
|1896 -  1902), Madonna (1895 -1 9 0 2 ).  
a Viennese satirist and cultural commentator of the time and one of the most fervent admirers of Oscar Wilde’s works 
Paul Banks (Hammond & Hose, 1988) observes that Salome (as It was the case with Wilde himself), achieved spiritual 
Insight only after she had tasted the fruits of her socially unacceptable desires -  the taboo Itself allowing her the 
understanding.
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pursuit of the representation of inner experience in dealing with the emotional life of the 
modern person, isolated and helpless in the grip of poorly understood forces. 
Expressionism was characterised by emphasis on inner conflict, tension, anxiety, fear, 
and Freudian irrational drives of the unconscious. This led to rebellion against the 
established order and accepted forms.^®
At the end of the nineteenth and start of the twentieth centuries, opera had been 
through a time of rich aesthetic change and development in a relatively short space of 
time. The birth of realism and naturalism and the subsequent response and 
development of symbolism alongside romanticism and expression gave rise to the 
reactive principles of modernism at the beginning of the century. For composers such 
as Puccini and Janâcek the aesthetics of the time were reflected in their own operatic 
writings and now the context of these styles has been set, the relative position of Puccini 
and Janâcek within the operatic genre can now be clarified.
As with most aesthetic movements, expressionism was not ciear-cut or weii-defined. As a resuit of this, there were 
schoiars that considered the term to mean different things. Leonard Meyer (Nattiez, 1990) beiieved that there were two 
sides to expressionism -  on the one hand, the absoiutists, who considered musicai meaning to be based exclusiveiy on 
the reiationships between the constituent eiements of the work. At the opposite side of the spectrum were the 
referentiaiists, who beiieved that there couid not be meaning in music other than by referring to an extra-musicai universe 
of conceptions, actions, emotionai states and characters.
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‘Pure’ verismo gradually dissolved after a decade or so, yet its traits were still 
found in the music of both Puccini and Janâcek in the 1920s and 30s. Violent attacks 
were made on Puccini’s compositions at the beginning of the twentieth century, as the 
Italian avant-garde rebelled against the style of verismo and opera as a genre. The 
musicologist Fausto Torrefranca was Puccini’s primary attacker. In his book Giacomo 
Puccini e i ’opera internazionaie (1912) he violently criticised Puccini’s music, even going 
as far as to say that nothing would be remembered of Puccini’s works in ten years’ time. 
Torrefranca was the leader of the anti-operatic movement, believing that that the 
traditional roots of Italian music lay not in opera, but in the instrumental music of the 
seventeenth and eighteenth century. The conviction that opera had run its course was 
shared by many young Italian composers of the time. They believed that the only way 
forward was to condemn vocal music and opera, and take inspiration from past masters 
of Italian instrumental music - Vivaldi, Corelli and others. These avant-gardists hoped 
that the composition of instrumental music would give balance to the recent domination 
of operatic writing. This new anti-operatic movement had both idealistic and nationalistic 
tendencies.^® It hoped to turn away from the bourgeois mentality of realist opera with its 
lack of spirituality and high moral values and demanded that art should be freed from the 
influence of late German romanticism and French impressionism.
However, despite this trend, Puccini was determined that realism and verismo 
had not yet run its course, and although his musical style and technique relate him to the 
next generation of opera composers, his operatic writing demonstrates some of the best 
examples of the style. In Robert Donington’s (1980, p 151) opinion, “Puccini is much the
However, Puccini found himseif the target of young nationaiists who accused him of being an internationaiist. There is 
no doubt that a French infiuence can be identified in nis music. However, this couid not be recognised in certain features 
such as impressionist harmony or orchestration, more so a fundamental understanding and affinity with the French 
psychoiogicai make up. This was not dissimiiar to Tchaikovsky’s affinity with the Russian nationaiists. He too was 
accused of internationaiism. Despite the pure Tuscan blood that ran through Puccini’s veins, it is in the operas of his 
middie period that this ‘Frenchness’ is best recognised.
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best of verismo, and Tosca may well be the best of Puccini.” Donington’s analysis of 
Puccini’s portrayal of the mother and father figure reveals their roots in verismo. The 
extremities of emotion through the portrayal of these figures and sense of melodrama is 
in keeping with the principles of verismo, and if Donington is correct in his observations, 
this may be the primary reason why Puccini was considered to be a master of the style.
As was the case with all composers writing in the context of the post-Wagnerian 
operatic style, in order to form both a dramatic and musicai structure to his operas, 
Puccini uses two primary compositional forms -  continuous orchestral texture and 
leitmotif. There are only two operas. Le Viiii (1884) and the first version of Edgar (1889), 
where he resorted to the old pattern of separate numbers. By the time of Manon 
Lescaut (1893) this has disappeared, although even as far as Turandot (1926) the 
skeleton of the old ‘number’ opera can be recognised. In terms of Puccini’s use of 
leitmotif, despite his dramatic characters, he appears to deploy them without any sense 
of strictness or consistency. Frequently the same theme is used to denote a character, 
a situation or atmosphere and even just to add musical interest in the orchestral texture 
without any link to the dramatic action. Primarily, he uses them in the form of 
reminiscences (sometimes transposed into a different key, yet in the original tempo). 
Garner writes that:
This method may be likened to Homer’s when he attaches stereotyped 
epithets to his heroes, irrespective of the situations in which they find 
themselves. Thus Achilles is always ‘Achilles of the swift feet’ and 
Odysseus ‘Odysseus of the nimble wit’.
Garner, 1958, p 317.
Garner writes that there are rare instances, however, where Puccini does 
transform the rhythmic and harmonic structure of a leitmotif or theme, and in rarer 
cases, alters the intervals depending on the dramatic or psychological situation. These
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tend to be the leitmotives associated with his female characters (for example, the Aunt 
in Suor Angelica and the title role in Turandot).
By Manon Lescaut Puccini was beginning to display elements of impressionism 
alongside melodrama. The desolate nature of the setting of the grey morning and the 
realism in Manon’s death shows greater signs of development and maturity in Puccini’s 
style. However, it was with La bohème that Puccini reached full maturity, with the realist 
characterisation of the group of students, the miiieu painting of the street scene and the 
impressionist mood of the bleak winter combined with Mimi’s romantic death. Renato 
Mariani (cited in Garner, 1958), states that whiie elements of Puccini’s operas bear the 
stamp of realism, this is primarily in the language of the libretto, and that Puccini only 
wrote two genuinely realistic operas -  La fanciuiia dei West and // tabarro. In the case 
of Madama Butterfly (which Puccini referred to as realistic because of the brutal nature 
of the plot) whilst elements of the subject matter and the visual setting can be described 
as realist, Puccini’s lyrical arias tend to romanticise the musical effect, overshadowing 
the realistic elements. The concept of realism is outwardly evident through his attempts 
at conveying a ‘Japanese’ sound and style through the use of ‘authentic’ tunes, 
pentatonic melodies and instrumental exoticisms. He also chooses characters that are 
clearly defined through their nationality (i.e. the American Pinkerton and the Japanese 
Butterfly). Yet the Italian operatic style is unmistakable, and consequently, there is not 
one bar in the opera that could not be readily identified as Puccinian, due to its Italian 
lyrical and expressive nature.
In Puccini’s last three operas, Suor Angelica (1918), Gianni Schicchi {^9^ 8) and 
Turandot (1926), there is a definite departure away from works with reaiistic elements, 
and a move towards those with a more fantastic subject. Both Suor Angelica and Gianni 
Schicchi would not be out of place in the ancient tales from Italian chronicles and 
Turandot has an element of fantastic legend and fairy tale. Puccini still capitalises on
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the melodramatic and elements of verismo in his operatic writing, and Turandot, in 
particular, are probably one of the best examples of this style in the operatic repertoire. 
As Garner writes:
The Puccinian stamp is as unmistakable in the Wagnerisms of Manon 
Lescaut as it is in the Debussyan touches of Butterfly and La Fanciuiia 
and the Stravinsky passages of // Tabarro and Turandot. Puccini the man 
was by no means a fully integrated personality, but the artist in him 
succeeded in creating a style which represents a perfect amalgam formed 
in the crucible of an individual, imaginative mind.
Garner, 1958, p 271.
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Janâcek was no stranger to the verismo style and the concepts of realism.
However, unlike Puccini, Janâcek chose to capitalise on the phonetic sound and
emotional intensity of the words, attempting to reflect these in the vocal line in an
attempt to make it more realistic. . As Dahlhaus writes:
In other words, Janâcek’s theory of speech motives is not realist in itself, 
strictly speaking, but only in a specific context -  in so far as the term is 
used with specific reference to a period of art history, or at least to an 
important trend of such a period.
Dahlhaus, 1985, p 101.
The parallels with verismo were still evident through this development of speech melody,
which was an attempt to capitalise on standard forms of everyday communication that
could be understood by all. This is exemplified in Janâcek’s first published opera
Jenûfa. Botstein describes Max Brod’s response to Jenùfa as Janâcek having:
restored music’s links to basic human experience -  hence its essential 
but ethical realism -  without denying modernity. Here from the first 
sounds was music that was original, human and modern. It was built on a 
deep connection between human behaviour -  speech and movement and 
music. Through psychological insight and the truth telling of music it 
transformed the real and particular into the universal, all without sacrifice 
to the evident Czech character of sound and story.
Botstein, 2003, p 30. 
Janâcek used the prose setting of Gabriela Preissovâ’s play to form the basis of 
his libretto for Jenùfa. This use of prose allowed Janâcek to set the free flow of text in 
such a way that the dramatic urgency of the situation was not compromised. Had the 
text been in verse then the requirement to balance melodic phrases could have 
hampered the expressive and dramatic flow. The rural Czech setting of the work 
provided a suitable background for a picture of traditional life, but the seriousness of the 
subject and its realist elements caused controversy amongst those people who had a 
more idealised view of village life. Preissovâ’s play was inspired by real-life events as 
reported in the local press, which gave the story an air of authenticity, adding to the
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realist strains. Nejedly (Beckerman, 2003) suggested that Janacek’s speech melodies
represent the real natural elements whose fundamental basis lies in naturalism because
of the setting of them from prose text, linking this to the verismo of the 1890s.
However, the setting of prose text and Janacek’s subsequent development of
speech-melody laid Janacek open to the criticisms and labelling of his works as
decadent and naturalistic. As Milan Kundera wrote:
Knowing no other musical gods but Smetana, nor other laws than the 
Smetanesque, the national ideologues were irritated by his [Janacek’s] 
otherness. The pope of Prague musicology. Professor Nejedly, who late 
in his life, in 1948, became minister and omnipotent ruler of culture in 
Stalinized Czechoslovakia, took with him into his bellicose senility only 
two great passions: Smetana worship and Janacek vilification.
Kundera, 1995, p 193.
Nejedly was highly critical of Janacek’s compositional style^’’, writing that:
Today we term this view Naturalist, because it proceeds from the 
presumption that one can simply introduce real, natural forms, as life 
presents them, into art, and that the work of art itself becomes, by this 
means, natural and veracious -  the old error of all Naturalism, which 
does not fully take into account the importance of active artistic creation, 
which along brings to life all the dead material that is natural.
Nejedly cited in Chew, 2003, p 129.
An element of Janacek’s writing which gave rise to the label of naturalistic was
his choice of instrumentation and scoring. For Janacek, this was paramount for the
realistic representation and depiction of his characters and their context. He wrote:
And what a task to come close to the babbling of a brook using orchestral 
colours (Fibich) and what 'musical instruments’ get wedged into the 
orchestra in the process! (Strauss -  Mahler).^®
Janacek cited in Botstein, 2003, p 18.
In particular, Nejediy’s critical 1916 review of JenO/a stayed with Janacek throughout his career, as when Nejedly 
reviewed The Excursions of Mr. Brouôek, he advised Janacek to write his scores in pencil (Tyrrell, 1992, p. 240)
It is possible that Janacek in mentioning these two composers is referring to works such as Strauss’s Alpine Symphony, 
which incorporates the use of a wind machine which represents the howling winds of the storm during the climb up the 
mountain. Equally, he introduces a set of cowbells to try and recreate the genuine sound that could be heard in an alpine 
setting. Interestingly, when Brod compared this symphony to Vftëzsiav Novak’s The Storm, ail he found in Strauss was 
virtuosity in technique and a ‘naked realism’. He goes on to explain that Unlike Berlioz’s ‘Harold in Italy’ or other great 
works that responded through music to landscape, ail one encountered in Strauss was the “tourist”. Strauss had to ‘have 
everything’ and described ail that he saw with perfection, but he failed to penetrate surface experience or express 
something more profound about being in the world. His realism demonstrated virtuosity without a soul. Brod makes this 
valid point about Strauss’s virtuosity in technique (as there can be no denying this, with the extremities of range and sheer 
competence that is required to play a work such as this). However, the acceptance that the section titled the summit is 
not profound is difficult to accept. It could be that due to the surrounding elements before and after, and the swift pace in 
which the descent follows this climax reduces the potential impact of the work.
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This was something that Janacek was not against. For him, the prominence of 
the xylophone in Jenùfa to represent the life-blood of the village, the use of ‘jingle’ bells 
to represent the sleigh bells in Katya Kabanova, and the shaken chains in The House of 
the Dead to represent those worn by the prisoners, were used to reinforce realistic 
elements within the context of the music.
The desire to set prose text had a fundamental effect on Janacek’s use of 
motives in opera. His theory was that the speech inflections of the text would determine 
the motivic style of both vocal and orchestral writing and that a single utterance of text 
could be translated into music and used to form the basis of a melodic motif. As 
Dahlhaus wrote:
It can be said of Janacek’s realism that, having begun as a stylistic 
tendency manifested in the use of primary speech melody, it ended by 
permeating the entire musical fabric, determining not only the melodic 
style, but even the formal construction as well.
Dahlhaus, 1985, p 97.
This was developed from the earliest of Janacek’s operas where a primary theme
takes on the role of returning at specific points of heightened emotional drama
throughout -  thus unifying the work as a whole and being the basis for the formal
structure of the work. In Osud, Jenùfa and Katya Kabanova through to House of the
Dead, the construction of Janacek’s operas rests on a complex structure of motifs and
thematic relationships. The repetition and transformation of these themes, alongside the
use of a primary motif, fulfils two important functions: firstly, the motifs unify the work as
a whole, but secondly this also achieves a dramaturgical function of suggesting the
characters’ situations and eventual fate. As Dahlhaus says:
Although Janacek’s realism was one of the avenues of escape for a 
composer in the 1890s from the overwhelming presence of the 
Wagnerian inheritance, there can be no doubt that the idea that a steadily 
tightening network of motivic relationships acts as a musical metaphor for 
an inescapable tragic fate was Wagnerian in inspiration.
Dahlhaus, 1985, p 97.
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Another significant factor in Janacek’s compositions (particularly in relation to 
speech melody) is his use of key. Given the complex structure of themes and motives, 
Janacek’s music has a complex harmonic structure, and it is possible that here 
Wagner’s influence may be identified. Wagner’s music dramas are structured around 
symbolic tonal relationships, identified through relative pitch and traditional key 
symbolisms. The importance of harmonic structure was evident from Jenùfa where 
Janacek characterises the concerns of the illegitimately pregnant Jenùfa by progressing 
from an E major tonality in the chorus to a folk-like modality based around G# Phrygian 
when Steva (the father of her unborn child) finds out he is not going to be signed up for 
the army. He then juxtaposes Ab minor against F# minor (which is typical of twentieth 
century tonality) as Steva (along with some of the village folk) returns back to the mill, 
half-drunk to celebrate his good luck with a dance. Janacek intends the situation to be 
viewed from Jenùfa’s perspective. The wildness of the dance (where Janacek quotes 
from a Moravian folk-song) and Steva’s exuberance contrasts as an external rustic- 
tableau with the inner turmoil experienced by Jenùfa as she contemplates his 
commitment to their future. The combination of these two harmonic styles within this one 
rustic scene is nothing short of remarkable.^®
Janacek’s first four operas are derived from Moravian sources, whereas the last 
four operas are more unconventional. One explanation may be that until 1918 
Janacek’s home country of Moravia had not received its independence and when this 
was achieved in 1860 and Janacek paid his last nationalist debt with his opera Mr. 
Broucek’s Excursion to the Fifteenth Century (the Hussite era being a time of great
However, it should be noted that in Jenùfa, the boundaries of realism are sometimes blurred through the expressive 
tone of Janàcek’s music, which opens up an idealized domestic world of romantic love
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Czech nationalist fervour). From this point onwards he began to embrace other
nationalities and choose non-political subjects for his operas. As Dahlhaus said:
Janacek’s purpose, in his tireless collecting of folk songs and speech 
melodies, was not to use them in the form of direct quotation -  which he 
explicitly condemned as appropriation of the expressions another’s soul -  
but to learn the vocabulary and grammar of a language, in order to 
express himself in it, in a dramatic medium.^®
Dahlhaus, 1958, p 95.
In his operas, Janacek never simply translated folk song into an operatic 
framework. When one thinks of the quasi-Russian folk melody which is central to Katya 
Kabanova, Steva’s dance in Jenùfa or Skuratov’s song from The House of the Dead this 
reinforces Dahlhaus’s point.
While many of Puccini’s operas can be categorised within the same style of 
Italian operatic verismo (with the obvious exceptions of his two realist operas -  La 
fanciulla del West and II tabarro^^) in Janacek’s case his operas have very different 
styles and themes. Each opera should therefore be considered on an individual basis, 
and also within the context of Janacek’s operatic output, as some progressive elements 
can be identified.
Janacek’s early operas The Beginning of a Romance and Sarka both display 
characteristics of romanticism. In The Beginning of a Romance primitive aspects from 
folk music can be identified alongside influences of the lyrical romanticists such as Josef 
Kajetan Tyl. Sârka’s romanticism is displayed through the opera’s librettist Julius 
Zeyer’s interest in the distant past, in mysticism and in legendary heroes.
In Jenùfa the realistic portrayal of the death of Jenùfa’s baby is demonstrated 
fundamentally through her stepmother’s guilt, yet its function within the opera as a whole 
is to develop Jenùfa as a character. She is able to forgive her stepmother, given that
“  Interestingly, this aspect of realism may have been what Puccini was aspiring to through his use of genuine and 
composed Japanese melodies in Madama Butterfly (although obviously his knowledge and application was not in the 
same league as Janàcek’s.)
See Appendix 1 for a synopsis of Puccini’s operas
24
she had acted out of love for Jenùfa in murdering the child, due to the narrow-minded
society in which they lived. The use of speech melodies, which form the basis of the
score can (as Dahlhaus states), can be categorised as realistic elements as also may
the use of the Moravian-Slovacko dialect and the local colour demonstrated through
Steva’s celebration dance. As Marilyn Clark writes:
The composer becomes an objective observer penetrating the 
psychological depths of individual characters. Janacek has not 
substantially altered the basic concept of Gabriela Preissova’s village 
dramas, which are generally considered to be prominent examples of 
realism in Czech literature.
Clark, 1988, p 284.
Osud (Fate) contrasts sharply with Jenùfa with its realist setting of a middle-class
spa in Luhacovice.^® The plot of the opera centres on the estranged Mila and Zivny (a
poor composer) and Mila’s mother’s disappointment at daughter’s choice of husband.
As a consequence, Mila’s mother commits suicide, pulling Mila to her death also.
However, the emphasis on fate and turns of events of which the characters appear to
have no control, combined with the opera’s unsubstantial conclusion and Zivny’s futile
attempt to write an autobiographical opera displays fewer realistic elements than Jenùfa.
Clark makes the point that while writing this opera Janacek was engrossed in works by
psychoiogist Wilhelm Wundt and Ernst Neumann. As Clark writes:
Therefore the opera should be considered within the context of the 
aesthetics typical of the decade before the First World War -  a time of 
fruitless struggle and rising tensions, despair over tragic events that can 
only have been caused by uncontrollable external powers. The effect of 
the opera is of heightened intensity of emotion.
Clark, 1988, p 285.
This demonstrates Janacek’s shift away from realism towards psychological melodrama.
Janacek’s next opera The Excursions of Mr Broucek (Vylety pana Broucka) had 
a libretto taken from the stories of Svatopluk Cech (1888-1889). The adaptation of the
' Janacek himself frequently visited spas In order to try and assist his falling health
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stories proved extremely difficult for Janacek and he relied heavily on a number of
authors to assist him. The fantastic plot consists of Mr Broucek taking a trip to the
moon, where he is satirised as a ‘beetle’. He returns back to earth during the Hussite
period of Czech history and celebrates the glorious splendour of his country. The main
themes of the opera contrast between youthful flights of fancy and the nature of the older
generations (this was an issue that Janacek would raise in his next opera Katya
Kabanova). The portrayal of the Hussite period gives the opera a strong nationalistic
theme, and its humorous and satirical aspects are an obvious move away from the
romantic psychological melodrama of fate.
Katya Kabanova, based on Ostrovsky’s play The Storm, criticises the society and
moral decadence of the mid-19'^ century Russian empire. Marjorie Hoover writes that:
Some critics consider that the play follows the trend of naturalism 
prominent in the latter nineteenth century; others cite it as an example of 
critical or psychological realism.
Hoover, 1981, p 286.
Clark (Clark, 1988) writes that either way, the opera demonstrates a rebellion 
against long-standing romanticism. In his adaptation of the play, Janacek gives 
emphasis to the psychological tension and foreshortens some of the realistic aspects of 
the original play, de-emphasising the social commentary, turning Ostrovsky’s external 
violent storm into inner turmoil. Clark is correct in her observation, as the drama is 
centred on Katya’s own personal tragedy -  her weak husband, domineering mother-in- 
law and the affections of her lover Boris, who abandons her to her fate. The river Volga 
plays an important symbolic role characterised in the finai act through a wordless chorus 
that calls Katya to her death. Katya’s physical death is realist -  her corpse is carried out 
of the river by the village folk and the subsequent music with its relentless repetitions of 
the ‘Fate Theme’ does not give any sense of relief or judgement on Katya’s final action. 
David Pountney (1982, p 185) suggests that by contrast with the play, the opera
26
emphasises the individual characters much more and its expressive character gives a
very different portrayal of Ostrovsky’s subject.
The fantasy subject of Janacek’s The Cunning Little Vixen was taken from a
novel, transposed into a series of cartoons serialised in a newspaper. Yet it was the
Czech literary critic Arne Novak who suggested that Janacek took the attributes of
humans and used these as a basis for non-domestic animals:
they tease their tormentors, they incite rebellions, they love, and they 
yearn for a home with domestic tranquillity. It seems to me that Janacek 
was to some extent influenced by the Czech literary trend called vitalism 
in this opera. The vitalists, including Stanislav Neumann and Frantisek 
Sramek, turned their backs on the despair and the alienation of the war 
years and celebrated youth, primitive nature, and life itself. In the opera, 
gone are the crushing local mores, nationalism has been supplanted by 
primitive animal rights, and the existence of life itself is celebrated.
Novak, 1959, p 186.
This statement is definitely indicative of the end of the opera where despite the 
death of Sharpears, the cycle of life continues and is celebrated through her children. 
However, the opera is not without elements of realism, the most significant being 
Janacek’s treatment of the death of the vixen. Sharpears is shot by the poacher, yet 
despite being a devoted wife and mother, the death is not romanticised by the other 
animals, nor does Janacek dwell on it -  the actual death lasts less than four bars.
In The Makropouios Case Janacek transforms Capek’s humorously conceived 
play into a deeply emotional opera, with its complex legal plot. The local colour of 
Janacek’s earlier works disappears, the opera has no particular local setting and the 
background is subsequently urban and cosmopolitan. The opera centres on the main 
character Emilia Marty, who having drunk the elixir of life, has lived for over three 
hundred years. However, far from being a celebration of life and youth (in the case of 
The Cunning Little Vixen), she has grown bored and disillusioned by her experiences 
and the modern world. As Clark (1988, p 288) says “this plot gives a new twist to the 
common expressionist theme of disillusionment and distrust of modern industrial
27
progress.” This opera is far-removed from the realism displayed in Janacek’s eariier
works. The uncertainty, despair and alienation of Capek’s relativism are expressed in
the opera within a twentieth century context.
In Janacek’s final opera. The House of the Dead, the portrayal of death is
predominantly expressionist, with realistic elements. This is not unexpected, given that
Dostoyevsky’s novel is a semi-autobiographical work of life in a Russian prison, and
subsequently derives from the central era of realism in Russian literature. However,
Dostoyevsky’s work was not solely identified as being reaiist -  his contribution to
expressionism was considerable. To quote R.S. Furness:
He shares with Nietzsche and Strindberg an emphasis on extreme, often 
pathological psychological states, on the rejection of “normal" canons of
thinking and feeling, on the need for a daring transvaiuation of values.
Both Nietzsche and Dostoevsky stress the need for a spiritual revival, a 
New Man born of suffering and passion. It is exactly these aspects of 
Dostoevsky’s novel that Janacek emphasises in the 1920s.
Furness, 1981, p 288.
The structure of the opera consists of the monologue confessions of four 
prisoners and a play within a play that goes some way to defusing the dramatic tension 
caused by the horrendous natures of the prisoners’ crimes. Through this, Janacek 
demonstrates elements of expressionism (in Shishkov’s monologue through the 
depiction of the wife he murdered) and realism through Luka’s confession to the murder 
of the Major (with the funeral drums and trumpets and the unrepentant finale of Act I).
Symbolism is prominent throughout the opera, displayed through the capture of an
injured eagle by the prisoners at the beginning of the opera when a new political prisoner 
Alexander Petrovich arrives, and its subsequent recovery and triumphant release at the 
end of Act III to coincide with Petrovich’s departure. However, possibly the most 
harrowing use of symbolism is at the end of Act I in Luka’s monologue where he 
describes his own punishment for murdering a Major, mirroring Petrovich being beaten 
nearly to death by the guards from the prison.
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Similarities can be identified between Puccini’s and Janacek’s operatic writing, 
particularly in relation to realistic influences. Whilst Puccini makes use of Japanese 
melodies and pentatonic inflections in his music, Janacek composes quasi-Russian folk 
music, characterising the Russian setting of his opera. Both composers use recurring 
themes -  in Puccini’s case these identify obvious associations, ensuring for example, 
that the fate of Butterfly is recognised. In Janacek’s case, his use of motive is subtler 
than that of Puccini, through the employment and transformation of the primary theme 
psychologically weaving the drama closer and closer towards the inevitable. The 
incorporation of the American national anthem is a blatant attempt to define Pinkerton’s 
heritage through the music, whereas Janacek goes one stage further -  using his 
concept of speech melody of the phonetic sounds in order to characterise speech 
utterances.
However, the fundamental difference between the two composers is that Puccini 
is very firmly established within the Italian operatic tradition. Madama Butterfly displays 
traditional operatic form through its use of duets, trios, recitatives (alongside elements of 
realism and verismo), but it does not go further than this. In contrast, Janacek forms the 
basis of Katya Kabanova from realistic elements and yet his characterisation of the river 
Volga and the capitalisation on the atmosphere of the storm (and its effect) does not limit 
the work to a realist category. In terms of historical context, Janacek’s combination of 
realism, symbolism and expressionism take Katya Kabanova outside the confines of 
traditional operatic writing of the time. Whilst Puccini hints at elements of symbolism 
through Butterfly’s death, impressionism in the key characteristics of his use of harmonic 
colour, and realism in the story of Madama Butterfly, this is not enough to place him 
anywhere other than firmly within the tradition of Itaiian verismo and melodrama. 
Janacek however, embraces elements of these styles and takes them a stage further by 
introducing the expressionism which was to dominate his later operas. As Clarke (1988,
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p 288) rightly states -  “Janacek was not a pure advocate of any particular style -  he was 
always an experimenter, an individualist, and an eclectic.”
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IV
In 1919, whilst writing his sixth opera Katya Kabanova, Janacek attended a
performance of Madama Butterfly. It was evident that he admired it greatly,
acknowledging this to Kamila Stosslova in a letter:
I’ve just come from the theatre. They gave Batrflay^®, one of the most 
beautiful and saddest of operas. I had you constantly before my eyes.
Batrflay is also small, with dark hair. You could never be as unhappy as 
her...I’m so disturbed by the opera. When it was new, I went to see it in 
Prague. Even now, many places move me deeply...
Janacek cited in Tyrrell, 1994, p 29.
This documentary evidence confirms a connection between Janacek and Puccini 
which may not otherwise immediately be evident, given the two composers’ contrasting 
styles of operatic writing. It is also known that Janacek studied Madama Butterfly in 
some detail and his copy of the vocal score with his annotations has been preserved in 
the Janacek Museum in Brno (Zemanova, 1989). There is one universally 
acknowledged theme in Katya Kabanova where the similarity to Madama Butterfly is 
especially striking. This is significant as its lyrical nature implies parallels in relation to 
the portrayal of Katya in comparison to Butterfly. This suggests that there may be other 
areas in Katya Kabanova, particularly in the portrayal of its central female character, 
where the influence of Puccini may remain more latent or disguised.
The relationship of composers’ works has been theoretically considered from a 
number of approaches, with allusion being acknowledged as a wide practice, especially 
in the music of the late romantic period. There are very few in-depth comparative 
studies of allusion in musical works of the late nineteenth and early twentieth century, 
and this chapter seeks to partially fill the gap, concentrating specifically on the 
relationship between Butterfly and Katya’s opening scenes and their deaths. In doing
“  Janacek’s Czech transliteration of ‘Butterfly’.
It should be noted that Chapter IV of this thesis will examine the two death scenes of the operas in detail, and 
consequently this chapter will only deal with allusion within the broader context of the operas as a whole, and In relation to 
the opening scenes of the two heroines.
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this, I will not be introducing new concepts of musical influence, nor taking established 
theories and attempting to prove or disprove them in relation to the works in question. 
The primary purpose of this chapter is briefly to consider and explore possible elements 
of influence or allusion - only then can the full extent of the connection between the two 
operas begin to be revealed.
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As stated, it is widely acknowledged that Janacek appears to allude to Butterfly’s 
entrance music (heard as she climbs up the hill to greet her husband on their wedding 
day), in Katya’s introductory music as she returns from church. John Tyrrell (Tyrrell, 
1982) suggests that the allusion to Puccini’s theme is clear in Katya’s entrance music as 
both consist of a two-bar motive, which is repeated sequentially a tone higher. He writes 
(Tyrrell, 1982, p 24) “Janacek knew and loved Puccini’s Madama Butterfly, and it is hard 
to imagine that this echo is coincidental.” The passage that Tyrrell is referring to in 
Madama Butterfly is shown below:
Largo J=  60
Sop. 1
Sap. 2
Largo J= 60
PPP
An
to marl
S2
33
This first statement of the theme is initially heard in Ab major, and the scoring at 
this point is particularly interesting, as Puccini introduces three solo strings (violin, viola 
and cello). There is an arpeggio in a chorus of female voices in the form of Butterfly’s 
friends and relatives, whist Butterfly Is accompanied by strings, woodwind and horns. 
This repetition of the melody then ascends a tone, rising to the brighter key of Bb major.
BuUerjfy
spet
S.l
Co
S.2
The choir of Butterfly’s friends continues with their arpeggio line and the flourishing 
pianissimo harp arpeggio line and harmonic thirds give an ethereal quality to the music.
s.l
da. guar fior!
S.2
fiorlguar
lSX.
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The melodic line is repeated again, rising another tone to the even brighter key of 
C major:
Butterfly
PPP
This then leads to A major, a D major transition, before settling in the key of E 
major. A whole-tone modulation then leads the key into Gb major in preparation for 
Butterfly’s aria.
The phrase where Janacek appears to allude to Puccini’s melodic line in Kalya 
Kabanova is heard at the point where Boris describes his love for Katya to Kudrjas, while 
waiting to catch a glimpse of Katya returning home from church. A theme is introduced 
from which the intermezzo progressively becomes more confident and passes through 
higher and brighter keys (C flat, C major, D major). This is shown as follows:
iJ = 33
Piano <
o  ' Y  ‘T '
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The melodic line and rhythm in both cases have similar outlines and accordingly 
this suggests that Janacek’s allusion to Puccini is not necessarily unintentional. Tyrrell 
(Tyrrell, 1982) makes the point that the entrances of Katya and Butterfly occur both 
times after their lovers have been singing of their affection for them: Butterfly after her 
future husband Pinkerton has been singing of his imminent marriage, and Katya after 
Boris has been signing of his love for her. In both cases the main melodic motif is 
repeated four times. The flattened keys of the theme, rising and developing through to 
brighter keys also draw parallels between both operas.^®
The scoring in both operas also has similarities -  both use woodwind and strings 
(particularly harp), but no brass, which given the gentle nature of both women’s 
characters is not particularly surprising, as in both cases they are initially attempting to 
be portrayed as the passive innocent -  ethereal and vulnerable. Tyrrell (Tyrrell, 1982) 
writes that the extract above, despite being Katya’s first entrance music, is then 
universally recognised as ‘Katya’s music’ as it is from this that her character is 
developed throughout the rest of the opera. Similarly, the music used to depict 
Butterfly’s entrance is developed throughout this act, and the duet at the end of Act I 
even appears to stem from this introductory music.
Another possible connection between the two operas is that of Bonzo’s Curse 
and Katya’s oath. In Act I of Madama Butterfly, as Butterfly and Pinkerton have made 
their wedding vows and the celebrations are underway. Butterfly’s Uncle Bonzo arrives, 
cursing her for turning her back on her religion and heritage, singing ‘AH’anima tu guasta 
qual supplizio sovratal’ (In everlasting torment may your wicked soul perish). Puccini 
uses a whole-tone motive to characterise Bonzo’s curse:
“  Puccini and Janacek’s key choices and reiationships have parlicuiar significance in the death scenes of Butterfiy and 
Katya. This will be discussed in detail in Chapter IV of the thesis.
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‘Bonzo’s Curse’
Comi
Figure 102 + 5
In Act I of Katya Kabanova Tichon tells Katya that he is leaving her to go to the 
market (as instructed by his mother). Katya begs Tichon to stay with her, or to take her 
with him, scared of what might happen if she is left on her own. When he refuses to 
fulfill her wishes, she implores him to issue her with an oath “ze za tvoji nepntomnosti za 
zadnou cenu s nikÿm cizim ani nepromluvim, nikoho nespatnm” (forbidding me during 
your absence, no matter what the circumstances, to cast my eye on or speak to any 
strangers).
Comi '
...J
‘Katya’s Oath’ 
Figure 23 + 7
If one were to ignore the enharmonic differences between the two motives (Puccini’s 
major thirds and Janacek’s diminished fourths), melodically, Janacek’s oath motif could 
be viewed as an inversion of Puccini’s curse motif. In both operas, this is a turning point 
in terms of the dramatic action. ‘Bonzo’s Curse’ infiltrates the rest of the act, even 
creeping into the love song that Pinkerton and Butterfly sing (as though to suggest that 
their marriage is doomed from the start). Katya is convinced that, should Tichon go to 
the market without making her swear by oath, then something untoward will happen. 
The implication is (and this is suggested by her stating ‘a stranger’) that she is likely to 
be tempted by another man, hence her desperation at attempting to persuade Boris to 
stay, and the desperate way in which she says her farewells to him. It is only in Act II
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that this is realized, through her discussions with Barbara, and her subsequent nightly 
meeting with Boris, yet in both operas, the heroines’ fates are sealed at this point. 
Therefore, if Janacek were deliberately alluding to Puccini’s music at this point, this 
would make musical sense, given the similarities in significance of ‘Bonzo’s Curse’ and 
‘Katya’s Oath’.
Another possible connection between the two operas is Janacek’s representation 
of the river Volga in Katya Kabanova in relation to Puccini’s Sailor’s Calls in Madama 
Butterfly. In both works a wordless chorus is used symbolically to represent sound 
traveling from a great distance across water. In Madama Butterfly this is heard at the 
beginning of the Second Part of Act II, as the sailors call to each other, mirroring the 
distance between Butterfly and Pinkerton. This is shown as follows:^®
Oh eh! oh eh!___ oh eh! oh eh!___
Oh eh! oh eh!
oh eh! oh eh! oh eh! oh eh!
 ^f l H tt..
..........
oh eh! oh eh!
^  p r± ... . ..... ■■■.............  F...— ..P '*
In Katya’s case, the wordless chorus represents the voices calling her to her death. She 
sings “A to zpivani! Jakoby nekoho pochovavali!” (and all that singing as if they were 
burying someone there). Interestingly, the first time that the theme is heard, it is sung by
Puccini, Madama Butterfly Dover Edition p.396
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soprano, alto and tenor voices only -  it is not until later on in the act when it returns that 
it is joined by the basses. The first statement of the ‘Fate Theme’ is shown as follows:
Adagio, J = 58
KaL
(zdaSi^, beztextu)
Soprano
&Alto
Tenor
PP
Both Puccini’s "Sailors Chorus’ and Janacek’s ‘Fate theme’ are used in the final 
act to introduce the fate of the two heroines with scoring which is remarkably similar. 
Puccini uses clarinet, bassoon, horn and strings -  Janacek’s is the same but with the 
addition of the flute. His chorus also includes sopranos, whereas Puccini uses a male- 
only chorus to represent the sailors. However in Janacek’s case the ‘Fate Theme’ is 
heard as an initial statement on its own, before returning later in the act as a grouping of 
three statements as Katya says her farewells to Boris, instructing him to “dej kazdému 
zebraku almuznu" (give alms to every beggar you meet). The first of the three 
statements is as follows:
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kai
Soprano
&Alto
PP
Tenor
PP
Bass
PP
The second statement is three semi-tones higher, shown as follows:
Soprano
&Alto
PP
Tenor
PP
Bass
PP
f f  [accel.]
And the third rises in sequence, three semi-tones higher:
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Bud'!
Soprano
&Alto
—3PP
Tenor
PP
Bass
PP
As can be seen by this third statement of the mot i f ,both Puccini and Janacek 
incorporate a rising figure repeated three times, each consisting of a six-note figure. 
Puccini’s motif rises a semitone with each repetition. In Janacek’s case it is three 
semitones. Both composers use the sound of the voice symbolically to represent a 
physical element. Interestingly, Janacek also uses this technique with the prisoners who 
sing a wordless chorale in The House of the Dead to represent the aural sound of 
snoring as they sleep.^® The use of a vocal sound instead of defined text could 
symbolically represent the vast void that separates Butterfly from her husband, as again, 
like the sailor’s calls in Madama Butterfly, the words are not audible. This could also be 
the case in Katya Kabanova where the void between Katya and the representation of the 
afterlife (by the Volga) is symbolically demonstrated through the vocal line. Both Puccini 
and Janacek score these sections thinly so that attention is drawn to the voice. The 
range of both melodies is within a sixth -  in Puccini’s case major and Janacek’s minor.
^  Janacek Katya Kabanova Universal Edition p.396
“  Wordiess choruses are used in Hoist’s The Planets (to portray the sirens luring men to their death), Berg’s opera 
Wozzeck and Debussy’s Sirens.
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Both composers use a form of leitmotif in their operatic writing. Madama 
Suffe/f/y incorporates a number of recurring themes that are used to represent Butterfly’s 
emotions and states within the opera. The motif ‘Bonzo’s Curse’ is heard when her 
family cast her out of their society and this returns at strategic points throughout the 
opera, as the breakdown of her marriage becomes more evident. Puccini uses a second 
motif, ‘Father’s Suicide’, which is heard initially as she describes her father’s honourable 
death and is then used at the end of the opera as she herself considers the same fate.
From Osud onwards, Janacek makes extensive use of recurring themes and 
motives in his opera. They form a progressive line from Osud where the ‘fate theme’ is 
repeated at specific points throughout the opera, but re-scored in order to give it variety 
and depth. In Jenùfa Janacek uses the recurring theme of the cogs of the mill wheel 
turning to represent the life-blood of the village and its community. Again, this is used 
strategically at specific points of heightened emotion and significance. Interestingly, it is 
not until Katya Kabanova that Janacek formalises the motive, giving it a greater 
significance and integral function within the overall structure of the work. It is the first 
opera where Janacek develops and transforms the themes in order to relate to the 
dramatic circumstances. For example, the recurring ‘Fate Theme’, which is first heard in 
the orchestral interlude (played by timpani and muted trombones) is transformed into the 
next section to form the basis of Tichon’s journey music. This symbolises Katya’s 
husband’s departure to the market (against her wishes) and implies her impending fate. 
This theme recurs at specific emotional points, the climax of which is the end of the 
opera when it penetrates through the texture in a diminutive form as Katya’s mother-in- 
law stands over her lifeless body.
Madama Butterfly was Puccini’s first opera where his use of motives was so 
clearly defined, and he went to great lengths to use quasi-Oriental music to characterise 
the difference between east and west. This is comparable with Janacek’s Katya
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Kabanova and the transformation of the ‘Fate Theme’ into a quasi-Russian folk melody, 
reinforcing the culture of Tichon’s heritage. It is therefore possible that having heard the 
construction of Madama Butterfly, Janacek was influenced by Puccini’s use of motivic 
themes and chose to take them one step further than in his previous operas.
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VI
In order to be able to gain an insight as to the potential reasons as to why 
Janacek should allow Puccini to influence his operatic writing (whether consciously or 
unconsciously) it is important now to examine the concepts of both influence and illusion. 
Harold Bloom’s The Anxiety of Influence (1973) is a key work in providing a theory of 
influence within the study of poetry. His argument is based on the conception that 
literary texts are unconsciously misread by the poets who succeed them. This concept 
had an enormous impact on the practice of criticism and post-structuralist literary theory 
and his model has been applied in many other fields besides literature, including music. 
Despite this. Bloom has been strongly criticised for describing artistic originality as a 
result of Freudian psychological processes in later artists. However, music analysts 
such as Kevin Korsyn and Joseph Straus^® have appropriated Bloom’s literary theory in 
an attempt to address the manner in which composers are influenced by one another.
Bloom (Bloom, 1995, p 5) suggests that poets unconsciously misread and 
misunderstand one another “so as to clear imaginative space for themselves”, therefore 
assisting them in establishing their own creative reputations. The result creates anxiety 
between the poet and their predecessor as (Bloom, 1995 p 5) “for what strong maker 
desires the realisation that he has failed to create himself?” As Bloom’s theoretical 
emphasis is on how one poet evades or represses the influence of another, the crux of 
this theory lies more in originality than actual influence. His enterprise revolves around 
the issue that it is impossible to escape prior models, despite some artists’ attempt to 
limit their influence.®® Any genuine relationship to the past requires both continuity and 
discontinuity -  continuity in order to be part of what has traditionally gone before;
“  See Kevin Korsyn, Towards a New Poetics of Musical influence, Music Analysis 10 (1991): 3 -  72 and Joseph Straus, 
Remaking the Past: Musical Modernism and the influence of the Tonal Tradition (Cambridge, Massachusetts: Harvard 
University Press, 1990)
When Debussy died there was not a single score of another composer’s music found in his house, such were his 
attempts to limit external influences on his own works.
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discontinuity in order to be unique and to remove oneself from the norm that establishes
individuality in the poet. As Kevin Korsyn observes:
Thus Bloom rejects the traditional notions of influence as passive 
reception, imitation or benign transmission from one poet to another. His 
six ‘revisionary ratios’ constitute six modes of ‘misreading’ the precursor -  
six means through which the poet represses anterior poetry.
Korsyn, 2001, p 71.
These six ratios®^  are means by which distinctions can be made by the poet from 
the precursor’s work. They do not specifically describe the means or sources of 
influence, but more importantly they suggest some form of unconscious motivation as to 
the process. While Bloom’s theory was originally intended for use within the literary 
genre, it can also be applied to a musical context with some success, particularly across 
the late romantic period to the neo-classical turn in twentieth-century music. Korsyn 
suggests that:
The appalling difficulty, or strenuous pleasure in reading Bloom lies in his 
reversal of the relationship between presence and absence in a poem.
Instead of concentrating on what is present. Bloom is interested in ‘What 
is missing in the poem because it had to be excluded.’
Korsyn, 2001, p 71.
This fascination with absence should not be considered as a form of imaginative 
wildness, because Bloom, like Fredric Jameson (Korsyn, 2001, p 71) wants “to register a 
determinate and signifying absence in the text.” Jameson terms this as “negative 
intertextuality”, likening it to the universe’s invisible matter which we only know is there 
because we can see the effects that it produces. If this is the case then the automatic 
assumption is that the predecessor automatically influences the poet and the elements 
which he chooses to ignore or ‘exclude’ are the ones that give the true insight to the 
poet.
For the purpose of this chapter a brief paraphrased definition of each ratio can be found in Appendix 1. This wiii be 
useful in order to understand his theory. For the full synopsis, see Bloom, 1997, p 14.
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Bloom’s theories have not met with universal agreement from other scholars, as 
his approach of attempting to make space for the predecessor immediately sets out a 
comparable basis, rather than the predecessor’s work being judged by its own merit. 
Richard Taruskin states that Bloom’s agonistic theory of poetic influence is not a pretty 
thing:
At its core is bleakness -  a view of human nature founded on jealousy, 
territoriality, resentment and of human relations founded on corrosive 
rivalry, contention, strife... Bloom is in the company of Machiavelli, of 
Nietzsche, of Freud, indeed of all who have seen human beings chiefly 
as obstacles to other human beings.
Taruskin, cited in Knapp, 1998, p 5.
Raymond Knapp states that if one applied Bloom’s theory to music:
works would relate to other works only contentiously; moreover, they 
would do nothing else but relate to works in this way.
Knapp, 1998, p 5.
Knapp takes this concept further stating that when Bloom wrote (Bloom cited in 
Knapp, 1998, p 5) "Weaker talents idealize; figures of capable imagination appropriate 
for themselves’’. Bloom is, alongside his observations of weaker and stronger poets, 
suggesting that a criterion can be applied to the relationship of one composer to 
another, and that being able to apply values and respect to the music of others is in fact 
a sign of weakness (Knapp, 1998). Knapp reinforces this with his comments that 
throughout Brahms’s career his allusions to works of other composers have been and 
still are (Knapp, 1998, p 6) “a source of embarrassment for many of his admirers’’. This 
is viewed by some listeners as being unoriginal and demonstrating a lack of creativity. 
Others choose to believe that the allusion is purely by chance, and should not be openly 
recognised.
To most early observers, similarities of this kind have in either case 
seemed to undermine his claim to originality, one of the central 
categories of artistic value in the nineteenth century. More severely, they 
have seemed vaguely immoral; they were, if not outright plagiarism, the 
next best thing: surreptitious “borrowing” from another to compensate for
46
a lack of self-sufficiency, representing a blatant violation of Emerson’s 
dictum, “Insist on yourself: never imitate.”
Knapp, 1998, p 6.
Brahms was deeply aware of the influence of Beethoven in his music. It took him
fourteen years to finish his First Symphony and he was quoted as saying to Hermann
Levi (who had asked him how the work was progressing): “You have no idea how
disheartening it is for one of us constantly to hear such a giant marching behind him.”
(Brahms cited in Knapp, 1998, p 2). However, Brahms, alludes to the Freudenthema
from Beethoven’s Symphony No. 9 (1824) in the finale of his Symphony No. 1 (1876).
Outwardly, one would imagine that this reference represents Beethoven’s influence on
him. However, Brahms’s notorious confession (Brahms cited in Knapp, 1998, p 8) that
“every ass hears as much” in response to the suggestion that the C-Major theme
resembled the Freudenthema, insists that he was acutely aware of it. Given that
Brahms was so sensitive to the possibility of him alluding to Beethoven in his music, is it
therefore likely that he would have tried so hard to purge his music of all traces of his
predecessors, only to fail through having an obvious allusion to such a well-known
theme? As Knapp writes:
Assuming that he for even a moment thought it was possible to purge his 
music of all such reminiscences, it scarcely seems a plausible strategy 
for a composer as controlling of his musical discourse as Brahms. Far 
more believable is that Brahms would try either to find a way to use the 
sensitivity of his listeners to musical reminiscences, or to find ways of 
confusing the issue by recalling passages in other music that were 
themselves allusive. In fact, one may argue from the musical evidence 
that he did both.
Knapp, 1998, p 7.
Music critics such as Charles Rosen (Knapp, 1998) have made the suggestion that 
Brahms’s thematic resemblances were the result of a composer deliberately leaving 
esoteric references for the Brahmsian expert to discover, their function being to lead the
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connoisseur to a stage of deeper understanding and meaning through the music, not to
be revealed to the lesser listener. John Daverio writes that:
One thing is certain: the identification of musical allusions is by and large a 
subjective endeavour. Unless the composer is obliging enough to supply 
the source of the allusion -  as Brahms was in indicating that the opening 
bars of his song Unüberwindiich (Op. 72. No. 5) were adapted from the 
theme of Domenico Scarlatti’s Sonata in D major (K223) -  critics are left to 
exercise their own judgement in deciding whether or not an allusion has 
actually been made.
Daverio, 2002, p 7.
Daverio states that there are two primary difficulties with the pursuit of allusive 
references in music. Firstly, the allusion tends to produce an ‘atomistic’ view of the 
musical text, and secondly (and possibly more significantly in terms of this study), 
allusions can begin to be confused with what is merely a generalized stylistic trend. 
Therefore the identification of these should be treated with the utmost care and 
skepticism. It could therefore be said that Puccini’s use of recurring themes and motives 
in his operatic writing was not alluded to by Janacek in Katya Kabanova as this was a 
generalized stylistic trend of most late romantic opera composers.
T.S. Eliot, in his classic 1920 essay Tradition and the Individual Talent (Eliot, 
1975, p 40) argued that the poet is engaged in a “continual surrender of himself to 
something which is more valuable”; the ‘something’ he alludes to being tradition. By 
contrast with Bloom’s aspiring poet waging a fierce Oedipal struggle with imperious 
predecessors, Eliot displays an attitude of homage and reverence to respected 
ancestors:
Tradition is a matter of much wider significance. It cannot be inherited, 
and if you want it you must obtain it by great labour. It involves, in the first 
place, the historical sense, which we may call nearly indispensable to 
anyone who would continue to be a poet beyond his twenty-fifth year; and 
the historical sense involves a perception, not only of the pastness of the 
past, but of its presence; the historical sense compels a man to write not 
merely with his own generation in his bones, but with a feeling that the
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whole of the literature of Europe from Homer and within it the whole of the 
literature of his own country has a simultaneous existence and composes 
a simultaneous order. This historical sense, which is a sense of the 
timeless as well as of the temporal and of the timeless and of the 
temporal together, is what makes a writer traditional. And it is at the same 
time what makes a writer most acutely conscious of his place in time, of 
his contemporaneity.
Eliot, 1920
Bloom’s poet spends his lifetime attempting to overcome the past, whereas 
Eliot’s poet embraces all that is good from what has gone before, but Eliot’s poet does 
not surrender to tradition, he (or she) earns it in accordance with the past. Schoenberg 
reinforced the sense of this statement in 1931 saying:
My teachers were primarily Bach and Mozart, and secondarily 
Beethoven, Brahms and Wagner... My originality comes from this: I 
immediately imitated everything I saw was good... I venture to credit 
myself with having written truly new music which, being based on 
tradition, is destined to become tradition.
Schoenberg, 1984, p 173.
It appears that Eliot’s view is that the only genuinely distinctive poetic voices are ones 
whose abilities lie in managing to re-create the past. Of the three models it seems that 
Eliot best addresses the fact that every individual created is constructed almost 
completely from parts of past creations. Therefore his opinion is that any music of the 
future must have its roots in the music of the past. In Janacek’s case, tradition was the 
element that defined the success of his music -  the influence of traditional Moravian folk 
songs in his music and the incorporation of the Czech language through his invention of 
‘speech melody.’
Mikhail Bakhtin (cited in Korsyn, 2001, p 57) appears to agree with this concept 
of tradition, writing that no one is “the first speaker, the one who disturbs the eternal 
silence of the universe.” Korsyn (Korsyn, 2001, p 57) summarises this with ‘This 
dialogic character of everyday language provides a model for understanding literature.
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Every literary work participates in a complex dialogic chain I" Bakhtin goes on to explain 
that:
There can be no such thing as an isolated utterance. It always 
presupposes utterances that precede and follow it. No one utterance can 
be either the first or the last. Each is only a link in a chain and none can 
be studies outside this chain. Among utterances there exist relations that 
cannot be defined in either mechanistic or linguistic categories.
Bakhtin cited in Korsyn, 2001, p 57.
Interestingly, if this is the case, the utterance can never be repeated, primarily because 
the context in which it was first used will never be the same again a second time. With a 
statement it is possible that the circumstances can be recreated. However, an utterance 
does not exist on its own -  it is defined by what went before and what comes after it. 
The same can therefore be applied to music, that the context of a motif will never be the 
same if it recreated within a different context, whereas with a theme there is more 
chance of it being recreated within similar circumstances as it does not require the 
surrounding support that a motif needs.
As a great admirer of Debussy, Puccini openly admitted that he was directly 
indebted \o Pelléas and Mélisande for two principal ideas he used in Madama Butterfly. 
the sword motive (constructed from an augmented fourth) and the sailors’ chorus, heard 
in the final act of the opera. The sailors’ chorus has special significance within the 
context of this chapter, as this is one of the themes to which Janacek appears to allude 
in his representation of the River Volga in the final act of Katya Kabanova. Given that 
Pelléas and Mélisande was unknown in Italy until 1907, these allusions to Debussyian 
features were not recognised by opera critics. Debussy experimented with harmonic 
and instrumental procedures that left an indelible mark on twentieth-century music but 
principally Puccini was an adapter (albeit and adapter of genius) of what was novel in 
the music of the time. Therefore the influence of Debussy on Puccini can primarily be
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identified through harmonic and motivic means. These include a favoured use of parallel 
fourths and fifths -  used predominantly in La bohème in the archaic-sounding 
harmonisation of the Christmas song in Act I. This is also the case at the opening of Act 
III which houses an unusual succession of parallel fifths. The whole-tone scale is used 
extensively in Madama Butterfly (Bonzo’s curse) and while this was not derived from 
Debussy, it was used to a great extent in Pelléas and Mélisande. Garner (Garner, 1958) 
states that other influences including the blurred sense of tonality with the use of the 
seventh and ninth, and the exotic ‘Japanese’ tonality were a direct result of Debussy’s 
influence.
In terms of stylistic trends, one composer who cannot be ignored in relation to 
both Puccini and Janacek is Wagner. As Leonard B. Meyer said (cited in Taruskin, 
1989, p 23) (in relation to Tristan and Isolde) Wagner could “scarcely fail to become an 
exemplar for later composers.” Puccini placed Wagner almost on the same pedestal as 
his idol Verdi. During a visit to Vienna in 1923, it was Puccini’s intention to attend a 
single act of Parsifal at separate performances on account of its length. However, on 
the first occasion he stayed until the end as he could not bear to leave any earlier. As 
Garner said:
It was not the huge superstructure of Wagner’s religious and 
philosophical thought that fascinated him, but the sensuous orchestral 
colouring with its evocation of an intoxicating mystical atmosphere.
Garner, 1958, p 185.
Puccini spoke of Wagner’s influence when he was writing Turandot:
Enough of this musici We’re mandolinists, amateurs: woe to him who 
gets caught by iti This tremendous music destroys one and renders one 
incapable of composing any more!
Garner, 1958, p 185.
Ghabrier said of Tristan and Isolde (Ghabrier cited in Holloway, 1979, p 12) “there is 
enough music for a century in this work -  the man has left us nothing to do” and Elliott 
Zuckerman in his book on the influence of Tristan stated:
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A composer could find the music of Tristan obtrusively recurring in his 
own. This happened to Emmanuel Ghabrier and Ernest Ghausson, later 
to Arnold Schoenberg, and in some degree to almost every subsequent 
composer who worked between 1880 and 1910.
Zuckerman, 1964, p 30.
While Puccini was acutely aware of Wagner’s influence, Janacek’s attitude
towards him was one of unconcern and indifference. Wagner’s influence can be
identified through Janacek’s use of recurring themes to achieve unification and formal
coherence within the arc of his operas, yet outwardly, Janacek took a somewhat
superior view of his own theories of harmonic writing in comparison to Wagner’s, even
discussing this in an analytical essay of Tristan and /so/de written in 1884-85:
Gertain Prague music circles are pushing for Wagner’s operas to be 
presented to the Gzech public. The purpose behind this happening does 
not need to concern us. We are of the conviction that every Gzech 
musician should be familiar with Wagner’s works: these are in the 
deepest essence the opposite of Dvorak’s compositions. It is 
recommended however, that Tristan and Isolde be given rather than 
Lohengrin, because in Tristan Wagner’s direction is clear, can be defined 
-  something similar cannot be said about Lohengrin. In the following 
lines we present a little contribution as proof. With all its harmonic 
richness, Tristan contains a lot of harmonic roughness, coarseness, and 
even incorrectness.
Janacek cited in Beckerman, 2003, p 223.
Janacek genuinely appeared to believe that Wagner made actual errors in his harmonic
writing questioning:
By what are these evil sounds justified? Never by musical beauty; and by 
the distinction of poetic thought? For this distinction, for this agreement 
with the expressed mood, should modern music adopt such downright 
ugly musical impressions?
Janacek cited in Beckerman, 2003, p 223.
Ian Horsbrugh (Horsbrugh, 1981, p 36) wrote in relation to the Suite for String Orchestra 
(1877) that "the second movement is enjoyable for its Brucknerian harmonies and some 
shadows of Wagner’s Lohengrin." However, given that Janacek was attempting to 
explore the incorporation of imaginative lyricism into this work, and it was at an early 
compositional stage, it is perhaps less surprising that the influence of Bruckner and
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Wagner can be identified here. However, Janacek never openly acknowledged this as a
conscious allusion, and it is interesting that some eight years after he chose to publish
his damning criticism of Wagner’s harmonic writing. In 1916 Janacek makes reference
to Wagner in a letter to Zdenka, writing:
There was Tannhauser in the theatre; I found that the theatrical ground 
here is hot. If I penetrate all that brilliant mist which in the atmosphere of 
the theatre veils the actors and the audience, which they are all 
accustomed to breathe here, in which they get enthused and carried 
away, if with my Jenùfa I break through all this and win -  I don’t even 
want to think where it will end.
Janacek cited in Tyrrell, 1992, p 88. 
Ironically though, despite Janacek’s description of the theatre, he makes no mention of 
his opinion of the music or the performance, only the atmosphere. To put Janacek’s 
quotes in context, in 1884 Janacek was critical of both Smetana’s and Wagner’s music. 
However, interestingly, as Janacek reached his seventieth birthday (Stëdroh, 2003) he 
began to review his criticisms of Smetana -  possibly realising that he was not as 
dissimilar to the composer as he might first have thought. Janacek’s Pan-Slavic ideals 
brought him closer in line with Dvorak’s compositional style and he was known to admire 
Smetana’s music greatly (Zemanova, 1989). In addition, Dvorak was a close friend and 
mentor to Janacek.
Possibly the figure who is most frequently linked with Janacek is Mussorgsky, 
primarily because of the Russian connection between the two composers, their desires 
to set prose text and their use of a form of leitmotifs in their operas. Writing to Artus 
Rektorys Janacek declared that (Janacek cited in Abraham, 1968, p 84) “Mussorgsky 
went from Wagnerian motives to speech-motives, but didn’t recognise their beauties. If 
he had, he would have gone on with them.” And he told Lowenbach that (Abraham, 
1968) Mussorgsky didn’t interest him and he hadn’t followed his music. As Gerald 
Abraham writes:
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Composers -  for instance, Wagner, - have been known to denigrate 
colleagues and predecessors by whom they have been unquestionably 
influenced, but Janacek seems to have been shatteringly truthful in most 
things.
Abraham, 1968, p 84.
He mentions that Janacek acquired a score of Boris Godunov (the Rimsky- 
Korsakov version) in about 1909 yet had criticisms scribbled in the margins. 
Unfortunately, by the time of his death, the score had disappeared, yet it was obvious 
that the notes that Janacek made were for his eyes only. As Abraham (Abraham, 1968, 
p 84) concludes “the case against Mussorgskian influences does appear fairly strong.” 
Ironically, the fact that Janacek studied Mussorgsky’s music and was interested enough 
to doctor the score of Boris Godunov implies that he knew and understood what 
Mussorgsky was trying to achieve even if he did not agree with it.
Despite Janacek’s protestations that he was not susceptible to the anxiety of 
influence, the fact still remains that Katya Kabanova has a connection with Puccini’s 
Madama Butterfly that he himself openly acknowledged.®^ Therefore it is then vital to 
examine the possible justification for this, in order to reach a better understanding of 
Janacek’s reasoning.
“  Janacek also admitted to being influenced by Berg’s Wozzeckior the use of the wordless chorale in the final act of The 
House of the Dead, whereby this is supposed to represent the prisoners’ snoring.
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VII
Despite the close parallels of the incorporation of themes and motives between 
the two composers and the development of the characters and climaxes of both operas, 
it could be argued that most of the similarities between the two composers, particularly 
relating to the use of the themes and motives in operatic writing are a common style. 
However, the three ‘quotes’ do not sit comfortably with this analysis and it is for this 
reason that the fundamental question must be asked. If Janacek was deliberately 
alluding to Puccini's Madama Butterfly \n Katya Kabanova what was the purpose of this?
If we are to use Bloom’s theory of ratios, it is possible to identify that in Katya 
Kabanova Janacek has created a clinamen through the use of Butterfly’s introduction in 
Act I. He follows Puccini to a certain extent through the use of the allusion, yet this is 
taken further, being developed both harmonically and dramatically through the use of 
keys and chords. The scoring is one of the elements that strengthen the allusion, given 
that the similarities in the choice of instrumentation are particularly striking. However, 
where Bloom’s theory is limiting is that it is most definitely not Janacek’s style to directly 
‘quote’ another composer’s music without good reason. He had particularly strong views 
on this, and refused to use direct quotes of traditional folksongs, stating that that one 
should learn to write in the style instead.
This therefore suggests that if there is a genuine allusion there was a specific 
purpose behind it, and the most obvious conclusion is that he was attempting to draw 
parallels between the character of Butterfly in relation to his Katya. In introducing Katya 
in this way, Janacek may have been consciously reflecting on Butterfly’s innocence and 
beauty of character, as these were qualities he wanted to allude to in Katya.®® Janacek’s 
allusion to Butterfly’s character in his letter to Kamila states that Butterfly had touched
The stories of both women’s fate are almost parallel. Both are trapped In a loveless society whose rules and 
regulations hinder them; their family and friends misunderstand them and their death represents more than a physical end 
-  the result of oppression by a society In which they cannot survive.
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him, and that an outward connection between the two heroines had already been formed 
at this point.
Likewise, given the parallel that can be drawn between ‘Bonzo’s Curse’ and 
‘Katya’s Oath’ it would seem that Janacek’s allusion was meant deliberately, given the 
extent to which ‘Bonzo’s Curse’ is used throughout Madama Butterfly. The intervals 
and melodic outline of ‘Bonzo’s Curse’ is striking, and clearly recognisable, and it is 
difficult to believe that Janacek was not firstly aware of this or secondly, that by using it 
at such a significant, parallel point in the opera, that it would not be recognized as an 
allusion. It is used initially seven times (within twelve bars) and is then followed by 
Katya’s lyrical love theme, as she implores her husband to do as she asks. The 
accented crotchets reinforce her request, yet Tichon responds with “Jakpak mùzes za 
sebe rucit?” (How can you warrant your conduct?) and the ‘Oath Motif’ returns another 
three times, before leading directly into Tichon’s journey music, and a statement of the 
‘Fate Theme’.
In terms of Janacek deliberately alluding to Puccini’s Madama Butterfly W appears 
that this was a conscious decision on his part. He did not take Puccini’s music and use 
it as a direct quotation -  it is still distinctively Janacek’s, but in doing so he reinforces 
Katya’s plight, adding additional weight with the parallel of Butterfly’s fate. The clinamen 
in the introduction of Katya (and such an obvious use of it) appears to have its roots in 
the figure of not just Butterfly but also Janacek’s love of Kamila®"^  and somehow this 
makes Katya all the more credible and believable as a character within the opera. The 
use of ‘Bonzo’s Curse’ in the ‘Oath Motif’ is different to Janacek’s first allusion, as it is a 
direct quote as oppose to an identified clinamen. The motif does not develop, nor is it 
developed from another motif and in relation to ‘Bonzo’s Curse’ it is not changed 
significantly, other than in terms of key. Whilst these two points In the opera appear to
^  Kamila’s Influence on Janacek’s operatic writing will be discussed In Chapter 3.
56
be obvious connections, it is the purpose of the final chapter of this thesis to provide an 
in-depth analysis of the two death scenes of the operas. Only then will any signs of 
influence in terms of key, harmonic structure, scoring and portrayal of the heroine at 
moments of heightened emotion be identified and the level of allusion or influence can 
be explored further.
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Madama Butterfly and Katya Kabanova -  the origin of their themes and sources.
I
In order to place Madama Butterfly and Katya Kabanova within their historical contexts, 
Puccini and Janacek’s choice of subject must be taken into account. Both operas were 
based on existing plays, and in each case, the aesthetic reasons behind choosing these 
plays have significance. Therefore this chapter examines the reasons for their choice of 
play, how its adaptation into opera has been interpreted and the depiction of the main 
characters and any other aesthetic elements of importance. It is my intention that by 
examining these in detail, any parallels will be identified and may assist in identifying 
elements of Puccini’s influence on Janacek.
In the last quarter of the nineteenth century vast improvements in transport on 
land and sea allowed greater and more rapid opportunities for travel. The establishment 
of the Orient Express and the opening of the Suez Canal alongside the contact of 
European civilization through commerce and colonial expansion meant that countries 
that were once considered far off were gradually brought into contact and closer links 
were forged. One of the last countries to the ‘opened’ to the West was Japan. Furthest 
away in the Far East, Japan had an exotic and mysterious appeal partly attributed to its 
previous limited accessibility and partly as a result of the tales told on its visitors’ return.
Japan became the exotic destination for the Western traveller. Its image 
consisted of two major elements. Firstly it was viewed as a society with a high degree of 
aesthetic accomplishment. The simple, pure, spiritual values of Japanese art were seen 
to contrast greatly with the excessive, materialistic attitude of its European counterparts. 
Even interior design was injected with a Japoniste flavour, and impressionist painters 
such as Whistler and the Goncourt brothers and later the poets William Butler Yeats and
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Ezra Pound, drew inspiration from Japanese art and culture. The second element
associated with Japan’s image was that of its women. As Jean-Pierre Lehmann wrote:
Exoticism inevitably conjures up images of sensuality. Projected onto 
Japan, these images were fortified by descriptions of certain Japanese 
customs, notably mixed bathing and, of course, of the institution of 
geisha-houses. The veni-vidi-vici theme of ‘Western boy meets Japanese 
girl’ was taken up by many writers of the day -  and, over the decades, it 
became a popular one.
Lehmann cited in John, 2002, p 29.
In terms of operatic ancestry, the plight of Madama Butterfly can be recognised in 
two heroines of French romantic opera -  Meyerbeer’s posthumously performed 
L ’Africaine (1865) and Delibes’s Lakmé (1883). The stories of these three operas are 
strikingly similar -  in each case the heroine falls in love with a man outside of her race (a 
white man, in all three cases). She rebels against the tradition and religion of her people 
and commits suicide when her lover leaves to return to his native land. The cultural 
differences and difficulties in the incompatibility between East and West form the 
underlying themes of these and similar operatic subjects. However, disturbingly, the 
basis of some of these stories was influenced by real-life incidents that occurred during 
the nineteenth century\
There is evidence to suggest that there is some truth in the story of Madama 
Butterfly as documented by the American John Luther Long in 1898 in Century 
Magazine. Despite having no first-hand knowledge of Japan, Long drew upon the 
information supplied to him by his sister, the wife of a missionary worker who was based 
in Nagasaki between 1892 and 1894. Apparently, a young geisha girl and a naval officer 
met and married. She gave birth to his child after he left for duty, but there is no 
documented record of him having returned with a new wife to collect the child.®
’ Delibes’s Lakmé is based on Pierre Loti’s experiences in Africa as documented in his autobiography Le Mariage de Loti 
 ^ For further information see Arthur Groos, Madame Butterfiy: The Story, Cambridge Opera Journal Volume 3, Number 2, 
July 1991 pg. 125
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A case in point is Madama Butterfly. Like the better-studied Carmen and 
Salome, it has become a very protean modern myth; unlike them, 
however, it originates in contemporary historical circumstances, and 
reflects fin-de-siècle institutions that inform artistic representations of the 
story as well as their reception. In fact, it is possible to recover outlines of 
an original domestic tragedy in Nagasaki between 1892 and 1894, 
proceeding from an eyewitness account of this ‘little sensation’ to an 
identification of likely participants, and from there to the representation of 
the ‘temporary marriage’ in Puccini’s opera.
Groos, 1991, p 125.
The term “protean modern myth” suggests that Butterfly has become a stereotype within
opera (not dissimilar to Carmen), her infamous fate and notoriety establishing her firmly
within the operatic repertoire. A valid point that Groos makes about Madama Butterfly
however is that unlike the fantasy of Carmen, the opera is based on historical fact, which
puts a different slant on the story. He expands on this point, writing that:
Every foreigner engaged in commercial pursuits is expected, if he has no 
family at home, to take a Japanese wife. I say ‘wife’ because, as in the 
State of New York, no religious ceremony is necessary to make the 
relation quite legal, according to Japanese law. But supposing the 
merchant returns from business? Then he ‘divorces’ his wife, provides for 
her future, and that of her children, if she has any; and sails away to 
European respectability. Sometimes he departs without making any 
provision for his offspring, and leaving their mother to poverty.
Groos, 1991, p 125.
An article published in the review Jiji-Scingo on 24^ *^  December 1935 confirmed 
that Long had told Tamaki Miura (an influential Japanese interpreter of Butterfly) that 
Cio-Cio-San’s suicide attempt had been thwarted, and she had therefore chosen to 
remain with her child. The director and secretary of the Nagasaki Museum confirmed 
that this was indeed the case, and stated that her real name was Tsuru Yamamura 
(1851-1899). Following her death, her son’s father, a wealthy English merchant took the 
child to Nagasaki where he became the pupil of Long’s nephew. As he wore a cloak 
with the family crest Aghe-ha-no-cio-cio (meaning butterfly) people referred to his 
deceased mother as ‘Butterfly’ (0-cio-san).
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However, it is more than likely that the story of Madam Butterfly was influenced
by Pierre Loti’s French autobiographical story of Madame Chrysanthème which, with its
introduction in 1887, set the fashion for the use of Japanese subjects in Western
literature and opera. Loti (a naval officer on the Triomphante) keeps a diary during his
stay in Nagasaki and has two primary wishes. Firstly, he wants to be tattooed, and
secondly he desires to marry a geisha girl to while away the hours for the duration of his
visit. When Loti joins his ship three months later he has achieved both (although his
dissatisfaction for the second is evident, as he finds his new wife fickle and tiresome, as
she obviously desires his friend more than him). Upon his departure he leaves his
Japanese wife a sum of money as a parting gift, but feeling remorse he goes back to see
her one last time. Far from pining for him, he finds her counting the coins he had given
her and testing them with a hammer to ensure that they are genuine, while waiting for
the arrival of her next ‘husband’. Lehmann makes the distinction that:
Loti’s story is undoubtedly more realistic than the opera. While there 
were romantic encounters and marriages between Westerners and 
Japanese girls ‘de bonne famille’, the Loti-O-kiku-san type arrangement 
was far more prevalent. The girls thus employed in the treaty ports 
tended to be from rural communities, whose parents hired or sold them 
off to city traders in order to help make ends meet. They were only in the 
business for the money.
Lehmann cited in John, 2002, p 12.
Matthew Head writes:
Is not Cho-Cho-San the tragic heroine of Madama Butterfly, and that fiend 
Lieutenant Pinkerton a vilified Other? But the opera does not escape 
orientalism because of this ‘positive’ or ‘attractive’ portrayal of a highborn 
Japanese woman. On the contrary, she is the symbol of an orientalist 
Japan -  as Liling, the Chinese opera singer, puts it in David Henry 
Hwang’s stage re-write of the opera as M. Butterfly. The West thinks of 
itself as masculine -  big guns, big industry, big money -  so the East is 
feminine -  weak, delicate, poor... but good at art, and full of inscrutable 
wisdom -  the feminine mystique. Her mouth says no, but her eyes say 
yes. The West believes the East, deep down, wants to be dominated -  
because a woman can’t think for herself.
Head, 2003, p 214.
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Whilst Messager’s operatic version of Madama Chrysanthème (1893) was 
successful in the first few decades of the twentieth century, Puccini did not find its ironic 
tone and unsentimental character appealing, whereas he was immediately attracted by 
David Belasco’s play.® Belasco successfully dramatized the novel of Madam Butterfly 
into a one-act play, dividing the action with fourteen-minute vigil depicting Butterfly’s long 
years of waiting (without lowering the curtain). He used elaborate sound and lighting 
effects to give the impression of the seasons changing, and ended it with Butterfly’s 
dramatic suicide. Puccini originally intended to follow the structure of the play and 
transpose it into a one-act opera, basing the prologue on the introductory chapters of 
Long’s story. However, it became evident that a full-length opera would allow Puccini to 
develop the characters and plot more fully, and given this was the current style of Italian 
opera, he decided to discard his original plan and transpose it into three acts. Act I was 
based on characters and incidents drawn equally from Loti and Long, while Act III was 
set in the American Consulate, where Butterfly accidentally overhears Kate Pinkerton 
talking about her excitement about taking home Butterfly’s child.
In November 1902, Puccini wrote to Giacosa (Puccini cited in Garner, 1958, p 
139) warning him that “in planning the opera in three acts we were making for certain 
disaster.” Following the successes of Manon Lescaut, La bohème and Tosca he was 
confident that dramatically he could condense it into two acts. Giacosa disagreed, 
arguing that joining the incidents of the last two acts together would upset the balance of 
the drama, but Puccini was not to be dissuaded. The opera’s premiere in February 1904 
at La Scala confirmed Giacosa’s instincts regarding its two-act structure. It was a 
disaster -  the audience booed and Puccini had no other choice but to withdraw the 
score after its first performance. He revised it extensively and introduced it again in 
Brescia. It was now in three acts, and given Pinkerton’s behaviour towards Butterfly at
He saw this at the Duke of York’s Theatre in 1900 whiie visiting London for the Covent Garden Premiere of Tosca
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the beginning of the opera, Puccini had attempted to soften Pinkerton’s character by 
setting the remorseful aria ‘Addio, fiorito as/7’, which was to be sung upon his return to 
Nagasaki with his American wife. (Giacosa had previously objected to the omission of 
his verses for Pinkerton in the final act as it would appear monotonous and boring, and 
in the revision Puccini followed his suggestions). This was done in an attempt to make 
the opera more acceptable for American audiences. The long second act was divided 
into two parts. Butterfly’s entrance theme was altered, and a number of small cuts were 
introduced. In this form just over three months later in Brescia on May 28*^  1904, the 
opera was triumphantly received."^
The opera in this final version is structured in two parts (with the second part 
being split into two) -  Act I represents Butterfly in her subsequent short-lived happiness 
-  her wedding day and the arrival of her Uncle Bonzo, who interrupts the wedding to 
place a curse on Pinkerton and Butterfly (for turning her back on her religion). The act 
ends with the love duet between Butterfly and Pinkerton on their wedding night. It is at 
this point that the opera diverts from Belasco’s play, as Pinkerton does not appear until 
the end of the play, but Puccini extended the love scene between Butterfly and Pinkerton 
in order to make the marriage credible. Act II, Part I is set some three years later when 
Butterfly has grown to maturity (reflected in her two arias from this act) -  she is isolated 
and living in poverty with her servant Suzuki, yet still optimistic that Pinkerton will return. 
The second scene depicts the arrival of Sharpless, the proposal of marriage from Prince 
Yamadori to Butterfly and the reading of Pinkerton’s letter by Sharpless, indicating his 
intention not to return (although Butterfly interrupts Sharpless and does not let him finish 
in her eagerness to introduce him to Pinkerton’s son). The third scene has strong 
emotional contrasts -  Butterfly’s fury at Goro’s insinuations about her child’s parentage.
 ^ For further information on the aiterations Puccini made to the opera see Carner, 1958, p 428.
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Suzuki and herself decorating the house in preparation for Pinkerton’s return and the
scene finally closes with Butterfly’s all-night vigil.
The second part of Act II is shorter. Butterfly, exhausted from waiting up all
night, retires as Sharpless and Pinkerton arrive at the house to see Suzuki. Pinkerton
has brought his American wife Kate, to collect his son and take him back with him.
Unable to face Butterfly, Pinkerton leaves Sharpless to break the news to Butterfly, who,
deciding she has nothing left to live for, takes her father’s sword and commits suicide as
Sharpless and Pinkerton rush in.
I am working (and glad of it) at Act One, and am getting on well. I have 
composed the passage for the entry of Butterfly, and I am pleased with it.
Apart from the fact that they are slightly Italian in character, both the 
music and the whole scene of her entry are very effective. I am going 
slowly, as usual, but working carefully and with deliberation.
Puccini cited in John, 2002, p 29.
Puccini’s description of his current ‘work in progress’ states his conscious 
attempts at depicting the meeting of East and West in the Japanese character of Cio- 
Cio-San and the stereotypical American, Pinkerton. By disclosing that her entry is 
‘slightly Italian in character’ he admits that in realistic terms she is not portrayed as her 
character directs. The Italian influence is evident by the lyrical lines and the instrumental 
and vocal texture of the music. The fact that the libretto is sung in Italian (instead of 
English and Japanese) and that the music displays Puccini’s typical Italian 
characteristics ensures that its realist subject matter is limited within the context of Italian 
opera as a whole.
However, at emotional high points in the opera Puccini allows Butterfly’s vocal 
line to develop into a more Westernised style. Puccini’s reasoning for this could be that 
he wished to link her more closely with her desired nationality and Pinkerton, or more 
likely, that Puccini felt that this was his greatest means of expression. Puccini believed 
that his portrayal of Pinkerton and Butterfly was quintessentially realist -  he intended to
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characterise their differences through the scoring and use of ‘American’ and ‘Japanese’ 
melodic lines within the context of Italian opera. However, it is only with historical and 
aesthetical hindsight that Pinkerton’s singing in Italian seems a contradiction in terms. 
Puccini was obviously aware of this predicament, as on 23’’'^  April 1902 he wrote to 
Ricordi (cited in Carner, 1958, p 421) saying that he was attempting to make “Mr. F.B. 
Pinkerton sing like an American”. However, the characteristics are too strong in 
Pinkerton’s music for him to be recognised as anything other than an Italian operatic 
tenor. The inclusion of the American Stars and Stripes, scored for military band, where 
Pinkerton and Sharpless proudly sing their national anthem in English, is a parody within 
the context of the opera, given the Italian libretto surrounding this display of nationalistic 
fervour. Puccini demonstrates his best American writing in the aria that follows 
{Dovunque al mondd), through the breeziness and nonchalance of the melodic line. He 
introduces more leaps than would usually have been incorporated in his tenor arias, and 
ending with the sudden lapse into trivial verbal realism with the infamous line ‘milk, 
punch or whisky?’
By choosing an operatic subject such as this, Puccini guaranteed its eventual 
success through its exotic subject. Japanese or oriental characters from the Far East or 
countries from the Golden West ensured that the realistic vein in opera also represented 
the aesthetics of the time, and Madama Butterfiy’s success was partially attributed to 
this. The visual depiction of the opera was new and exciting, particularly in relation to 
the costumes and staging, allowing the audiences to experience a foreign side of life to 
which they would not normally have had access. However, the primary reason for the 
popularity of the opera is the character of Madam Butterfly herself. Conceived as a 
monodrama, the drama is centred on Cio-Cio-San; her internal suffering of attempted 
self-transformation from geisha girl to American wife, her love for Pinkerton and her final
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acceptance of death. The other characters -  Pinkerton, Sharpless, Yamadori and 
Suzuki - surround her and constitute the external drama. Butterfly stands apart from the 
rest of Puccini’s female operatic characters as she is the only heroine who develops and 
ages. From the young girl she was in Act I (where she was scarcely old enough to be 
legally married), to the wife and mother at the end of the opera her music develops with 
her.
Belasco’s play dramatises Pinkerton’s character as a man whose judgment and
conscience is clouded. However, for the sake of drama, the opera intensifies this,
transforming him into a heartless, arrogant and despicable man, who cares only for
himself and his own gains. The overt dramatisation has a political basis, which is
surprising given that Puccini was a resolutely non-political composer. Hence the choice
of the subject matter remains a puzzle. As Tom Sutcliffe writes:
there is no evidence that [Puccini] was a premature feminist, or opponent 
of colonialism. Yet is not Madama Butterfly one of the most telling 
indictments of American imperialism and the casual exploitation of 
women?
Sutcliffe, cited in Arblaster, 1992, p 253.
However, the theme of the opera is obviously that of the impact of Western 
imperialism on the non-Western world. Pinkerton’s treatment of Butterfly is unusually 
insensitive; his reasons for staging the mock marriage of himself to Butterfly are never 
wholly explained, as an hour prior to the wedding he still drinks to his ideal of marrying 
“una vera sposa Americana” (an American wife) one day. Yet he does imply his lust for 
sexual satisfaction and discusses this with the American Consul Sharpless prior to the 
wedding. Pinkerton views Cio-Cio-San as a butterfly that he must chase, even if her 
wings are damaged in the process. Her emotions and feelings for him are not taken into 
consideration and accordingly Butterfly becomes an unfortunate victim of her own 
naïveté and emotional involvement.
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Conveniently, Pinkerton’s career allows him to leave his new wife behind while 
he returns to his ship and Butterfly, having renounced her religion, culture and family, is 
in no position to re-enter society. She is left with three options, to return to her previous 
profession as a geisha, to marry Prince Yamadori (although she now regards herself as 
an American -  confirmed by her welcome of Sharpless, the US Consul into an American 
house “in casa Americana”) or to commit suicide.
The only redeeming element of Pinkerton’s character is expressed in the love 
duet at the end of Act I. This is one case where the realism of the situation is 
overshadowed by melodrama. For those minutes, the audience could quite conceivably 
believe that Pinkerton loves Butterfly despite his comments earlier in the opera. Puccini 
needed this side of Pinkerton to be displayed if Butterfly were genuinely to fall in love 
with him; by showing him in an amorous light it makes their union more credible. Even 
towards the end of the opera, when his character has been revealed in his callousness 
and cowardice at refusing to talk to Butterfly directly and sending his new wife instead, 
Puccini is at pains to attempt redemption through Pinkerton’s brief arioso ‘Addio fiorito 
asil\ During this passage he expresses his remorse at the situation that he has caused. 
As Arblaster states, the final expression of Pinkerton’s imperialist presumption, partially 
masked as compassion, comes when the lieutenant and his American wife return to 
Nagasaki to take away the son born to Butterfly after his departure -  for the child’s own 
good.
Only membership of a society that assumes its own superiority can give 
people the confidence to take a young child away from its mother to a 
foreign country to live, genuinely believing that this is what is best for the 
child.
Arblaster, 1992, p 251. 
Puccini’s method for differentiating between the Japanese and American 
characters is to contrast Japanese melodies with typically lyrical Italian-style arias. There
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are seven main themes upon which Butterfly and her relatives’ music is based. These 
themes are recognisably Japanese in style through the use of Japanese instrumentation, 
scoring and pentatonic and whole-tone scales which symbolize Butterfly’s heritage. 
They are as follows:
Example A Japanese National Anthem
Example B Cherry-Blossom Song
Example 0  Japanese Song, The Nihon Bashi’
Example D Japanese Song, ‘My Prince’
Example E Japanese Folk Song
Example F Japanese Folk Song
Example G Japanese Classical Music'
® earner identifies these meiodies as foliows: Exampies A. B, D and F from Sammlung von Japanischen Volksliedern by 
Iswa Shuji, with piano arrangements by Georg Capellen. (Leipzig, 1904). Examples C, E and G are included in Nippon 
Gakufu, Two series of Japanese Folk Songs, ed. By Diettrich (Leipzig, 1894). Exampies B and E had also been used by 
Messager in Madame Chrysanthème.
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In order to characterise the Japanese themes, Puccini uses two main 
compositional forms. The first is a direct quotation, either in full or in parts, which is then 
embedded in impressionist harmony. The second is to compose a new melody in an 
oriental style. By using these two combinations of composition, Puccini ensures that the 
music does not sound contrived. Puccini incorporates a number of direct quotations. 
The Japanese National Anthem announces the arrival of the Imperial Commissioner and 
the Marriage Registrar, the weight of the quotation reinforcing the importance of both 
characters. Cherry Blossom Song is used when Butterfly shows Pinkerton her various 
knick-knacks, the lightness of the melody and scoring being in parallel with Butterfly’s 
child-like nature and love of objects. Nihon Bashi is used when Butterfly’s friends 
congratulate her on her marriage to Pinkerton. The title of the Japanese song My Prince 
influenced the melody associated with Prince Yamadori. The Japanese Folk Song is 
used as Suzuki’s prayer melody, with its lyrical style, and the Japanese Classical Music 
is associated with the sad history of Butterfly’s family, in particular their destitute state, 
and the death of her father.
Puccini also invents melodies in the Japanese style, using pentatonic and whole- 
tone ideas and works them into ‘genuine’ Japanese motives. Included in this group of 
motives are two that have special significance -  the ‘Father’s Suicide’ and ‘Bonzo’s 
Curse’. The ‘Father’s Suicide’ theme is depicted through two timpani hammering out a 
repeated fifth Bb-F in a crescendo /brf/ss/mo (representing Butterfly’s wildly beating 
heart); the suicide theme is heard, played by the lower strings, as Butterfly takes her 
father’s dagger and contemplates her fate. Bonzo’s Curse’ is Butterfly’s ‘Fate Theme’. 
It stems from her Uncle Bonzo cursing herself and Pinkerton at their wedding owing to 
the renunciation of Butterfly’s religion and Pinkerton’s rudeness to him and Butterfly’s 
family. This is then used throughout the opera to identify points where their relationship
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disintegrates, representing Butterfly’s ostracism and loneliness, after she has rejected 
her family for Pinkerton. The purpose of these recurring themes is not only to give 
unification to the work as a whole, but also to enable associations to be made within the 
drama.
A prime example of Puccini’s ability to combine themes in order to represent the 
different cultures of the character is the wedding scene, where Butterfly’s family meets 
Pinkerton and the arguments start. Puccini characterises the Japanese friends and 
family, using whole-tone music, while the Westerners have more Italian lyrical themes, 
thus reinforcing the contrast between East and Western cultures.
It is noticeable that in Act I the scoring is lighter, with significant use of high 
woodwind instruments and variegated orchestral hues that conjure up reminiscences of 
the thin, glassy, high-pitched sound of Japanese music. However, in the latter part of 
the opera, strings, low-sounding clarinets and muted horns and trumpets replace these, 
giving a darker, more ominous sound. Butterfly has grown up and the sounds that 
depicted her as a happy young wife have now been replaced with more solemn, serious 
ones, following the years of waiting and financial worry. The only joy is her child, as she 
is convinced that Pinkerton will return if not for her, then for his son. Her two main arias 
in Act II reflect this in Un bel di, and Che tua madre, alternating between fervent hope 
and extreme despair. After Butterfly’s suicide at the end of the opera, the pentatonic 
Geisha theme is thundered out by the whole orchestra in unison. The addition of the 
brass gives a harshness of timbre, which is almost an exact reproduction of the timbre of 
Japanese temple-music.
A trait of Puccini’s style is to introduce the characters separately and 
successively. This allows the audience to become acquainted with each character 
before the next one is introduced. The first act opens with Pinkerton being shown his
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new house in Nagasaki by Goro, (the marriage broker) in preparation of his impending
wedding to Butterfly. Sharpless is introduced, then the servants and finally Butterfly.
Puccini subtly introduces the informative details and atmosphere into the drama, while
the action unfolds. While happiest with individual characters when the attention can be
wholly focused on them, he demonstrates the full measure of his dramatic mastery when
he depicts a group of characters, with differing or contrasting moods. This is seen at its
best during the marriage scene, when Butterfly’s friends and relatives arrive. Here not
only does Puccini demonstrate Butterfly’s love for Pinkerton, but he characterises the
arguing exclaiming relatives, through differing themes and motives.
Helen Greenwald considers the house in Madama Butterfly to have special
significance. She proposes that:
Puccini went beyond generic ‘Orientalism’ or japonisme in both the visual 
dimension of the work and in the portrayal of Butterfly herself, and that to 
find more profound visual ‘truth’ of situation and character in Madama 
Butterfly, we need to look at the home, not only the backdrop for this 
opera, but for essentially every retelling of the archetypal tragic narrative 
of the doomed love of a geisha for an unworthy Westerner.
Greenwald, 2000, p 239.
The drama is centred on the house -  the opening of Act I begins with Pinkerton 
examining the house with the express purpose of renting it for Butterfly. Puccini chose 
the home as the single set for the opera (omitting the scene in the American Consulate 
in his revision, where Kate Pinkerton meets Butterfly, but does not realise who she is, 
and describes her wishes to take the child home, within Butterfly’s earshot). As 
Greenwald writes:
Puccini’s decision to have a single set, with its corollary effect that we 
never see Cio-Cio-San away from home, reflects a Japanese 
understanding of the relationship between the domicile and its 
inhabitants.
Greenwald, 2000, p 246.
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The Japanese home was the centre of the life cycle (particularly for women). It
was where Butterfly and Pinkerton spent their wedding night, it would have been where
their son was born. Butterfly’s all-night vigil took place here, and finally, she ended her
life within its paper-thin walls. As Chris Fawcett observes:
The house and its kami (deities) are very much bound up with the 
individuals’ life history: from birth to death, the domicile is the stage upon 
which the major events [of life history] take place.
Fawcett, 1981, p 73.
To conclude, at the time, Puccini believed that Madama Butterfly was his most 
modern opera, with its exotic subject matter, and emotional portrayal of its leading 
character. The realist nature of the subject gives a greater authentic weight to the 
opera, and its possible historical background allows the operatic genre to go one stage 
further than presenting a fictional story. The house and set have special significance, 
given that they were dictated by Puccini, and symbolise Butterfly’s life cycle. The 
contrasting characterisations of Pinkerton and Butterfly show the depth and distance 
between the two and Pinkerton’s clear Italian lyrical lines, and the baroque-like string 
lines that portray him contrast with Butterfly’s almost ethereal and oriental lines sung on 
her wedding day. Puccini contrasts East and West through quoting genuine Japanese 
melodies or ones written using whole-tone and oriental infections, in contrast to the more 
conventional Italian-style operatic arias. The use of a ‘fate theme’ in the form of ‘Bonzo’s 
Curse’, unifies the opera, and gives greater depth to the melodic layers.
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Between 1916 and 1919 Janâcek began a systematic revision of his operas, his
only large new work being the symphonic poem The Ballad of Blank (premiered on 21
March 1920). As JenCifa triumphed in Vienna, Janâcek began looking for a new stage
work to form his next opera. Vaclav Jirikovsky wrote that:
[Janâcek] saw in The Thunderstorm a raw earthiness which agreed with 
him. And then also that desire for truth he saw in Ostrovsky suited his 
nature. Janâcek personified the elemental force of Ostrovsky’s dramatic 
language; his passionate partiality for real-life dialogue and for melodic 
realism are indeed the most interesting facets of Janâcek’s artistic 
character.
Jirikovsky, cited in Tyrrell, 1982, p 91.
The author of The Thunderstorm (1860), Alexander Nikolayevich Ostrovsky (1823-86) 
was the leading Russian realist playwright of his time. Popular for his dramatic works, 
comedies, plays, historical dramas and fantasies, he wrote forty-eight works, of which 
The Thunderstorm^ is considered to be his masterpiece. Although The Thunderstorm 
has been produced abroad (e.g. in London by the Old Vic in 1929 and the National 
Theatre Company in 1966) its deepest appeai has always been to the Russians 
themselves. A key work of the post-revolution repertory, the play was performed over 
4000 times in Ostrovsky’s native country. In 1859, Russia was on the eve of a long 
awaited and much debated fundamental change in social structure: the emancipation of 
the serfs. This came in 1861 and prior to this, the latter part of the 1850s saw a great 
debate on the implications of Russia’s recent defeat in the Crimean War. Following the 
death of Nicholas I in 1855, these issues could finally be raised publicly. The new tsar, 
Alexander II, brought to the forefront freedom of discussion that led to reform not just 
affecting the serfs but also law, administration, local government and military affairs. 
Ostrovksy’s play reflected this debate, acknowledging that the abolition of serfdom would
or Groza -  the original Russian title
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be the start of the new era as it had a bearing on the traditional Russian life-style, which
would come under pressure with tension between the new and old.
In The Thunderstorm, the traditional ways of the older generation (in particular
Dikoj’s dealing with the peasants in the play and Kabanicha’s insistence that Katya
should wail following Tichon’s departure for the market) came under fire. The other
primary factor was the treatment of women in society whereby it was the custom for a
young married woman to be immured in the house of her husband’s family and to be
subservient to her mother-in-law. Again, this was subject of many debates. Ostrovsky
was the first nineteenth century Russian writer whose career was based on the success
of writing exclusively dramatic material -  most writers had to embrace all kinds of
material in order to support themselves financially. As Cynthia Marsh writes:
Ostrovsky’s originality lay in the realism he brought to the Russian 
theatre. His choice of theme and setting -  the life and ways of the 
bureaucratic and merchant classes among which he had grown up -  gave 
his drama a contemporary topical appeal. He was not providing a world 
of make-believe, but transplanting everyday life on to the stage.
Marsh, 1982, p 39.
Ostrovsky was also skilled at building on the existing theatrical tradition, and as 
Marsh states (Marsh, 1982) was observant in recognising the dramatic value of tension, 
suspense, dramatic pace and emotional appeal typical of popular melodrama. While he 
developed this tradition, he did not push it beyond the limits of its boundaries, and it is 
for that reason his work appealed to the public.
This would not be the first time that Janâcek was to choose a Russian text as a 
basis for his music. Some years later Tolstoy’s Kreutzer Sonata inspired his String 
Quartet No. 1 (1923) and he began sketching operas on Anna Karenina (1907) and The 
Living Corpse (1916) which unfortunately were never completed. He intended the 
former to be sung wholly in Russian, and in choosing Dostoyevsky’s memoirs From the 
House of the Dead to form the basis for his final opera, his intention was that various
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dialects and forms of Russian should be used to differentiate characters within the all­
male cast. Also, Janâcek was particularly interested in Russian culture and society, and 
chose Russian names for his two children Olga and Vladimir. Janâcek was himself the 
founder of the Russian Circle, a group he formed in Brno in 1898, following a visit to 
Russia. Its purpose was to promote the Russian language and culture. Janâcek 
continued to be chairman until the group was closed down in 1915 during the First World 
War. The group tended to attract the attention of the local police, as its subject matter 
could be seen as a potential platform for pan-Slavonicism, whose aims, if realised, could 
logically lead to the dismemberment of the Austro-Hungarian Empire. Olga, Janâcek’s 
daughter, was also a member of the group, and the inscription on her grave was in 
Russian.
While The Thunderstorm may have seemed a conventional choice for Janâcek to 
use as a text, he saw past the seeming weakness and naïveté of Ostrovsky’s characters 
and through his libretto he concentrates on the psychological tension. As Marilyn Clark 
writes:
[Janâcek] foreshortens some of the realistic aspects of the original play, 
de-emphasizing the social commentary, turning the external violent storm 
of Ostrovsky into inner turmoil.
Clark, 1988, p 286.
This is represented in Katya’s emotions, and the way in which she internalises
the drama, telling the opera from her point of view. In order to ensure that opera was not
confused with Shakespeare’s The Tempest, Janâcek changed the title to Katya
Kabanova. He wrote in a letter to Cervinka^ on 31 March 1921 :
I have finished the opera. The trouble is what to call it. There are already 
several Thunderstorms in music and opera. So that name is not a good 
idea. Furthermore this natural phenomenon is not the mainspring of the 
action; it is Katerina who carries the psychological interest. Director 
Schmoranz pointed out to me that the title Katerina might be taken to
 ^Cervinka (1877-1942) translated The Thunderstorm into Czech
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refer to Catherine li[‘the Great’]. He suggested the name Kat’a, Both 
Boris and Tichon call her that. I’d be inclined then to call it this. What do 
you think about it?°
Janâcek cited in Tyrrell, 1992, p 255.
The drama is focussed on Katya, who is trapped in a loveless marriage with her 
husband Tichon. They live with Tichon’s domineering mother-in-law Kabanicha and her 
step-daughter Varvara. Despite Katya’s desire to have a loving relationship with her 
mother-in-law, she is rejected, and Kabanicha spends her time criticising Katya and 
bullying Tichon. Kabanicha orders Tichon to go to the market and despite Katya 
begging him to stay and asking him to make her swear an oath of fidelity to him, he 
departs, leaving her to the encouraging advances of Boris. Katya is unfaithful and upon 
Tichon’s return following a terrible storm, confesses all to him. Boris is sent away by his 
uncle, and Katya is left to face a society that will not accept her. Deciding that she is 
going to end it all, she throws herself into the river Volga. Tichon is distraught and 
blames his mother for Katya’s death. The opera ends with Katya’s body having been 
recovered from the water, while Kabanicha stands over her dead daughter-in-law and, 
without emotion, thanks the village folk for their assistance.
As was frequently the case with Ostrovsky’s plays, the drama concentrates on a 
pair of young lovers threatened by tragedy. The older generation is portrayed as harsh 
and autocratic, stuck in their ways and refusing to acknowledge any form of change. 
The family remained at the forefront, and everything was done to protect its honour and 
to preserve its power and fortune, and this would have appealed to Janâcek, given the 
settings of his previous operas.® In most of his works, however, he emphasises the 
tyranny and oppression of a society motivated by acquisitiveness and self-preservation
® Letter from Janâcek to Cervinka (31 March 1921) Translated by John Tyrrell.
^JenCifa is centred on the domestic setting of a mill and two families, the main characters being the half brothers Steva 
and Laca, and Jenûfa and her stepmother
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of its rights and customs. It was this aspect of reality that attracted Janâcek. As 
Dahlhaus wrote:
He had a genius for observation, and one thing he shared with the 
Russian realists whose works he admired was that deep sympathy did 
not stand in the way of a relentlessly exact representation that an outsider 
might mistake as a sign of lack of sympathy.
Dahlhaus, 1985, p 99.
This is evident in the final few pages of the opera, where the ‘Fate Theme’ is 
relentlessly hammered out thirty-two times in its diminutive form; the music giving no 
redemption to Katya through her death and reinforcing Kabanicha’s tyrannical position.
While writing The Thunderstorm, Ostrovsky undertook intensive research for an 
economic and ethnological survey of the upper Volga valley in 1856-57 as part of a 
study organised by the maritime ministry in preparation for the abolition of serfdom in 
1861. The comparative freedom of the unmarried girls (followed by strict seclusion once 
married) was a custom he noted in the turn of the Tozhok. This therefore explains the 
contrasting behaviour of the unmarried Varvara (who openly meets her lover after dark) 
and the married Katya (who, as Kabanicha states in Act I, was expected to weep when 
her husband left for the market). Katya states that she feels as though her freedom has 
been taken from her and that she is no longer the woman that she once was and that 
marriage has changed her, and not necessarily for the better. Following her infidelity it is 
not surprising that her husband beats her as this was common practice, particularly 
where the husband drank excessively and times were hard.
Janâcek cut down Ostrovsky’s play from five acts to three, compressing the 
action within this framework. The final scenes of each act stand well above the more 
prosaic and explanatory preceding scenes. In Act I, Scene I Janâcek establishes all the 
main characters within a series of brief vignettes. As Tyrrell writes:
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Kât’a’s nature is stamped indelibly on the music of her entrance and her 
soft-spoken replies to Kabanicha, but the more expansive music of her 
next scene is needed to establish the range of her personality.
Tyrrell, 1982, p 32.
The double love scene forms the climax of Act II, Scene I, where Kudrjas and 
Varvara are characterised primarily through the use of quasi-Russian folksong, 
contrasting with the lyrical and expansive lines of Boris and Katya. Act III, Scene I 
focuses on the physical action of the storm, but this is rapidly overtaken by the strengths 
of the succeeding scene which capitalises almost entirely on Katya, her monologue and 
final few moments.
The character of Katya can be recognised as a stereotype within Russian society
of a young married woman in the merchant class; humiliated by her mother-in-law, and
harshly treated by her husband. In fact, in the final act of the opera when Katya tells
Varvara that Tichon has been beating her, it is implied that this is no more than what
would be expected of him. Religion featured prominently in the merchant class, and
Katya’s upbringing (as is also the case with Kabanicha) would have been pious and
strict. The opera’s first act sees Boris waiting for Katya to walk past on her way from the
church back to her house, demonstrating her traditional Christian values, whereas he is
pictured outside of this. While she experiences the guilt and dismay at her weakness,
the fact that she is married does not appear to have any effect on Boris.
The role of Kabanicha is extremely important in the way that she interacts with
Katya. Max Bred states:
Against this somber background of an enslaved people one figure stands 
out -  old Kabanicha, the work’s true central character and prime 
motivating force. She embodies the tsarist ideal of absolute authority and 
unflinching obedience, projecting it into the domestic sphere where its 
effects are even more agonizing than in the wider canvas of public life.
Bred, 1924, p 164.
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This was also the opinion of the censor (de Jong, 1985) who thought that 
Kabanicha should be removed completely from the play as he considered her to be a 
veiled portrait of Tsar Nicholas I. However, there is no evidence on Ostrovsky’s part to 
say that this was his intention and it is difficult to believe that the petty way in which 
Kabanicha behaves towards her daughter-in-law, could be representative of him.
Ironically, Katya is closest to Kabanicha in terms of tradition, despite her belief 
that her attitude is more in line with Varvara’s. The fact that Katya is willing to die for her 
social values and confesses her infidelity to her husband, knowing it to be wrong, proves 
that she has grown up and married into the conservative way of thinking. The way in 
which Janâcek differentiates between Katya and Kabanicha’s vocal lines is 
extraordinary. This is done not by identifying them through specific motives or recurring 
themes, but through the techniques of word settings, the vocal range (Katya is a 
soprano, Kabanicha a contralto) and the wording of their lines. Katya’s vocal lines tend 
to be symmetrical, lyrical lines that are close in terms of range:
Meno Mosso
A Kalya (peacepill|y)
Act I, Figure 34, Meno mosso
P ro  n m e js te  v y  m a-m in-ko , Ja -ko  ro d -na  m a t-ka
Kabanicha’s are set in asymmetrical speech-like bursts with jagged lines, and leaps of
an octave or more.10
A  tempo
Kabamcka
J 'L j  Act I, Figure 32 + 5
e -r i- Ia  b yck  H, k<fy-bych v la s t - n f - m a o  c i - m a  ne- vi- de- la
These contrasting forms of word-settings not only set them apart as characters, but also 
go some way towards allowing their personalities to come through the music. When the
This is simiiar to the setting of the Kosteinicka’s vocai line in Jenùfa
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two characters are combined - as in the first scene, where Katya is attempting to pacify 
her mother-in-law, by telling her that both she and her son love her - the styles are 
directly juxtaposed, giving a fascinating insight into the two different personalities.
Varvara, the only other main female character, is a mezzo-soprano, but is 
characterised by a single theme, heard in her first entry, closely linked with the folksongs 
that she sings with her lover Kudrjas. The simplicity of these songs, with their tonic and 
dominant harmonies’ stand her apart from the somewhat internal drama of Katya, Tichon 
and Kabanicha. Interestingly, Janâcek changes Varvara’s description in the list of 
characters from Kabanicha’s daughter; and therefore Tichon’s sister (as originally 
intended by Ostrovsky) to Kabanicha’s foster-daughter. The reason for this is unclear -  
Tyrrell (Tyrrell, 1985) suggests that one possibility could be that as her character not 
inconsistent with the rest of the Kabanov family, her being adopted would explain these 
differences. This sets up a curious parallel with Janâcek’s earlier opera Jenùfa 
(originally titled Her step-daughter) due to the central relationship between the 
Kostelnicka and her step-daughter. However, this change possibly results in fewer 
complications at the end of the opera when Varvara and Kudrjâs decide to elope to 
Moscow in order to escape the oppression of the older generation. Although had 
Janâcek kept the original relationship, the irony of the situation would have given a 
greater distance between the characters.
Janâcek constructed his own libretto, and by carefully choosing which of 
Ostrovsky’s lines to omit, he altered the balance between the characters. Kabanicha’s 
simplified character does not posses any of the subtle, grim sense of humour that 
Ostrovsky demonstrates in the play, although this is hinted at with her exchange with 
Dikoj in Act II.
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Varvara and Kudrjas are portrayed as young and forward-looking -  their 
relationship and attitudes are what Katya would have wished for in the future, while 
Kabanicha and Dikoj’s traditional values demonstrate their resistance to change. Boris 
as a character has no real identity, other than what Katya’s love gives him (in fact, he 
and Tichon are both scored as tenors in the opera, possibly reinforcing that their 
differences as men - like their voices - are not far apart). Whereas Tichon has his 
symbolic journey music, the roots of which are taken from the ‘fate theme’, Boris does 
not have any music of his own.
At Boris and Katya’s final parting in Act III he does not suggest that he and Katya 
elope, and that (like Varvara and Kudrjas) they leave the old life behind. Instead, he 
leaves Katya to her fate, knowing that her husband has been beating her, and 
recognising that things for her will never be the same again. While singing “how difficult 
is this parting’’ three times, with a gradual diminuendo with each statement, he does not 
sound like the passionate lover, unable to forsake his one true love. In fact, his 
declamation is almost lost in the chorai sounds of the river Volga.
The importance of the Volga is fundamental to the drama, and became the focus 
of many accounts of the opera. Ostrovsky’s framework remained intact, with the opera 
opening with the description of the beauty of the Volga, and ending with Katya’s death in 
it. Janâcek himself made a number of enigmatic remarks about the Volga in a letter to 
Vesely (1924):
But as the mists of the Volga loomed high and the surface of the Volga 
was as white in the moonlight as Kat’a’s soul.
Janâcek cited in Vesely, 1924, p 96.
Bred seized on the references to the Volga (given that Janâcek spent many
years working on his unfinished tone poem The Danube, another ‘river work’). He wrote:
the Volga, both in Janâcek’s libretto and in his music, is the perfect 
example of an effective -  because at root, inexplicable -  symbol.
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Tyrrell, 1982, p 33.
Brod (Tyrrell, 1982, p 33) suggests that that the Volga is a representation of the
Tsar, and its monotonous flowing the people of Russia -  unable to stop or change the
politics they have to live with "The Volga triumphs over Kat’a just as tsarist orthodoxy
trampled over its people.” Tyrrell (Tyrrell, 1982, p 33) argues that this is an illogical
interpretation, since Janâcek fails to take into account other Russian elements (omitting
the Russian periphery and much of the social comment). This aspect of the Volga has
been deliberated extensively -  Stuckenschmidt (Tyrrell, 1982, p 33) saw the river not as
the tsarist symbol, but more so as a symbolic representation of the Russian unalterable
laws of custom and family. Worner (Tyrrell, 1982, p 33) also saw the river as symbolic,
yet broadened the concept, extending it to a general image of nature “Water as an
element, the Volga as an eternal cycle, and event of perpetual grandeur in the lives of
those inhabiting its shores.” David Pountney argues that his own view is that the Volga:
is an antithesis to the frailty and insecurity of the human society along its 
banks. It is therefore a mighty rebuke to those like Kabanicha who, in 
their arrogance, forget that frailty.
Pountney, 1982, p 184.
Tyrrell argues that the Volga’s significance is on an even broader term:
the atmospheric basis of the opera... a metaphor for its inner emotional 
dynamic... a swirling pattern of ebb and flow in the background which 
instantly creates a sense of emotional stress.
Tyrrell, 1982, p 33.
The underlying representation of the Volga is within a broad symbolic context of 
the cycle of nature. The opera opens with the Volga - its wonder is commented on by
V
Kudrjâs and its ever constant, flowing waters. Katya’s decision to end her life in its 
waters is representative of the society in which she lives -  the village on the banks of the 
Volga and its narrow-minded traditions are the cause of her fate, and she becomes one 
with the waters through her suicide. Janâcek deliberately makes no judgement on
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Katya’s behaviour -  his scoring does not triumphantly suggest that freedom has been 
given to Katya and Kabanicha’s statement at the end implies that redemption for herself 
and Tichon will not be granted. The harshness of Kabanicha’s fate theme two bars after 
the Allegro (38+6), as she thanks the village folk for their kindness, spells out that as far 
as she is concerned that is the end of the episode, and that life will continue. The 
Prestissimo, vivo (29 bars from the end) follows this with a unison, augmented version of 
the fate theme (played by the violins, oboe and ciarinet) over four bars, before it leads 
into a harsh doppio movimento. The sheer driving force of this section and the 
punctuating triplet brass and timpani chords through to the Maestoso (40) makes this an 
extremely strong passage. An augmented version of the original timpani/trombone fate 
theme (with added wordless chorus) gives a sense of power, as the Bb, F triplet timpani 
notes are hammered out (reversing the notes at the beginning of the opera: F and Bb).
The layering in this section is remarkable, as not only is the 'Fate Theme’ heard 
played by the timpani and trombones in its original form, the oboe and clarinet have a 
diminished version taken from Tichon’s journey version of the ‘Fate Theme’. Within this 
texture the chorus bass and soprano lines have the call of the river Volga (in straight 
crotchets, rather than triplets), while the brass, flutes and low strings have punctuating 
triplets representing the first two notes of the ‘Fate Theme’. The combination of these 
elements -  of the river Volga and the ‘Fate Theme’ coming together in such a 
tremendous climax ensures that the one gives weight to the other and symbolically they 
join to become one. Differentiating aurally between the layers is nearly impossible -  the 
powerful effect of the music is achieved by the mass texture.
Janâcek’s extensive construction of recurring themes and motives forms an 
undercurrent to his symbolic portrayal of the river Volga, forming the nucleus of the 
opera. Tichon and Boris are represented through melodic lines within a similar tenor
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range, reinforcing the fact that neither of them is central to Katya’s drama. Kabanicha’s 
melodic line is characterised through jagged, short phrases, with wide leaps and 
intervals, contrasting with Katya’s lyricism. The ‘Fate Theme’ is the most important 
element within the opera -  unifying the work as a whole, yet through clever 
manipulation, transformation and transposition identifying the allusion to it in over fifty 
differing forms ensures that the dramatic ending is one of Janacek’s most powerful.
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Ill
In conclusion, there are a number of striking similarities between Puccini’s 
Madama Butterfly and Janacek’s Katya Kabanova. The backgrounds and origins of the 
two operas have parallels, particularly through the way in which Puccini and Janâcek 
have treated the transition from play into opera. Both composers chose plays with 
realist undertones, in keeping with the aesthetics of the time. Realism in Madama 
Butterfly is reinforced by the fact that it is based on a true story whilst Katya Kabanova is 
set true to Ostrovsky’s realist depiction of Russian life. However, despite this, when one 
considers Puccini’s depiction of the American Pinkerton, he is firmly established as an 
Italian operatic tenor - his aria at the end of Act I romanticising any elements of realism 
in the libretto.
Likewise, in Katya Kabanova, despite the realist subject matter, Boris’s portrayal 
is somewhat contradictory. He has no vocal lines of his own -  they are an extension of 
Katya’s, and, like Pinkerton, his music (particularly in relation to his goodbye in the final 
act) is romanticised. Both composers have attempted to keep some of the 
representations of the traditions and customs -  Puccini through Pinkerton’s abuse of the 
servants, and comments about Butterfly’s relatives, and Janâcek through the portrayal of 
the older generation Kabanicha and Dikoj. However, both composers omitted elements 
of the source plays and story that would have been too offensive or brutally 
characteristic for fear that the opera would not be acceptable to audiences.
In Madama Butterfly the house has a special significance in relation to the 
dramatic plot. It is the only scene setting in the opera and it symbolises Cio-Cio-San’s 
life, from her wedding night, the birth of her son, living in poverty (waiting for Pinkerton’s 
return) to her eventual death. It forms a life-cycle for her -  throughout everything, the 
only constant has been the house. Likewise, Katya Kabanova could be described as an
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arc. The opera opens on the banks of the River Volga, representing (as was the case 
with the mill in Jenùfa) the life-blood of the village. Katya has her nightly meetings with 
Boris next to the Volga, and it is to the river that she returns when hearing the voices 
which call her to her death. Both settings are ones which form the female backdrop to 
their lives and focus on the drama from the heroines’ perspective. Pinkerton is an 
outsider to Japanese culture, and shows no understanding of it or desire to learn, whilst 
Boris is a visitor to the community, staying with his Uncle in order to gain his inheritance.
Both Pinkerton and Boris return to their women at the end of the opera. Butterfly 
has waited years for Pinkerton to return, and he does so in the cruellest of ways to 
collect their son -  Butterfly’s only reason for living. Likewise, Boris leaves Katya to her 
fate, and this is never wholly explained. If Boris’s Uncle is banishing him to Siberia, then 
if he genuinely loved Katya, one would expect them to elope together. Yet this is not the 
case -  he leaves her (as Pinkerton was going to do Butterfly), knowing that her life will 
not be able to continue as before.
The structure of both operas is based around the use of themes and motives. 
Puccini characterises the difference in culture between Pinkerton and Butterfly through 
contrasting Eastern and Western styles of music. Pinkerton’s typical lyrical Italian tenor 
lines (particularly in the final part of Act II) contrast starkly with Bonzo’s Japanese curse 
and the sword motif, as Butterfly moves toward her death. Prince Yamandori and the 
other Japanese characters are characterised by music formed from quotations from 
genuine Japanese melodies.
In Katya Kabanova Kudrjas and Varvara’s music is based primarily around quasi- 
Russian folk melodies. Boris’s music (unlike Pinkerton’s defined characterization) stems 
from Katya as though his personality is not strong enough for him to have his own 
themes and contrasts are made between Katya and Kabanicha through Janacek’s
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concept of speech melody, with emphasis being placed on Katya’s lyrical lines and 
Kabanicha’s short, wide-ranged phrases.
When one begins to examine the primary dramatic and musical elements within 
Puccini’s operas, it could be crudely said that they all based on the same kind of musical 
formula, that of a principal motif or theme, ‘il motive di prima intenzione’."  The function 
of this theme is to embody the work’s essential spirit. In Madama Butterfly, ‘Bonzo’s 
Curse’ and the ‘Fate Theme’ are the unifying motives that encompass the whole work. 
Janâcek takes this concept one stage further, by using a primary ‘Fate Theme’, in Katya 
Kabanova. In both operas, this use of recurring themes gives another fundamental 
psychological layer to the music. For example, in Madama Butterfly ‘Bonzo’s Curse’ is 
used during Butterfly’s and Pinkerton’s love duet at the end of Act I, destabilising 
Pinkerton’s sentiments through the incorporation of this motive. Likewise, there is a 
sense of foreboding when Tichon leaves Katya to go to the market against her wishes, 
to the accompaniment of the ‘Fate Theme’.
There are differences in Puccini’s and Janâcek’s operatic writing, primarily 
through Janâcek’s use of speech melody as a basis for the realist vocal lines. Puccini 
writes within the confines of the standard aria/trio/duet format and attempts to define the 
music as realist through its orchestration and scoring. Janâcek takes the elements of 
symbolism further than Puccini, through his portrayal of the River Volga almost as a 
character in its own right. However, this is not surprising, given that there are eighteen 
years between the first performances of these two operas. Janâcek’s style of opera 
writing was progressive within the aesthetics of the time, and if one were to consider 
Jenûfa in relation to Madama Butterfly the similarities in terms of symbolism would 
possibly be closer.
Puccini’s use of motives and themes throughout the opera does not have the same function or purpose as Wagner’s 
leitmotif.
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An analysis of the final death scenes in the two operas will allow these concepts 
to be examined in more detail within the context of the scenes as a whole. This should 
bring us to a fuller understanding of the relationship between the two composers, which 
in turn should assist in identifying any musical elements where Janacek’s allusion to 
Puccini can be identified. However, first it is important to compare more fully the 
characters of the central female figures in the two operas.
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The role of the passive Innocent in Madama Butterfly and Katya Kabanova
I
Opera is not forbidden to women. That is true. Women are its jewels, 
you say, the ornament indispensable for every festival. No prima donna, 
no opera. But the role of jewel, a decorative object, is not the deciding 
role; and on the opera stage women perpetually sing their eternal 
undoing. The emotion is never more poignant than at the moment when 
the voice is lifted to die. Look at these heroines. With their voices they 
flap their wings, their arms writhe, and then there they are, dead, on the 
ground.
Clément 1988, p 5.
The French critic Catherine Clément argues that women are ‘undone’ by society and that
opera mirrors society, reinforcing this concept:
If I am touched by [the standard operas in the repertory] it is because they 
speak of women and their misfortune.... Dead women, suffering women, 
women who are torn.... These women preyed on by their womanhood, 
adored and hated.... Simulate a society that is all too real.
Clément, 1988, p 8.
She goes on to state that:
Women like me from an earlier time, come. Come in procession, so your 
death at least will be triumphant. In dirty rags, in court robes, half­
dressed, in an empress’s rags, dressed like a geisha for innocent 
coloniaiists, you drag yourself around when you are consumptive, you 
dance when you have been stabbed or suffocated under shields, you die 
strangled by hands that are black, you succumb to a princely kiss, you 
throw yourself from the top of a Roman palace, you jump into the fire.
You cry, you laugh, you trill, you call out so far your voice cannot help but 
fail you.
Clément, 1988, p 11.
Ralph P. Locke points out (Locke cited in Blackmer & Smith, 1995) in What are 
these women doing in opera? that Clément is selective in her discussions of operas. He 
suggests that by overlooking comic operas such as I! Barbiere di Siviglia, Don Pasquale, 
Gianni Schicchi, La Perichole and Le Nozze di Figaro, where women not only express 
their considerable ingenuity without the influence of a man, but regularly triumph, she is 
not examining the genre as a whole. However, I believe that Clément would probably 
counter this on the grounds that although women in comic opera do not lament or die, 
they tend to be safely re-domesticated, returning to, and reinforcing society’s ideal of the
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dutiful wife and successful marriage. It should be noted, however, that in operas such
as Don Pasquale and I! Barbiere di Sivigiia, the women take matters into their own
hands, having been assigned a somewhat unsuitable husband by their father or
guardian at the start. By the end of the opera they are usually united with a husband of
their own choosing, thus getting what they “want”.^
Furthermore, ‘mixed’ or ‘problematic’ operas are noticeably absent in Clement’s
discussion. These include L’incoronazione di Poppea, Aiceste, Eugene Onegin, Ariadne
auf Naxos, Euryanthe, and / Puritani where the female heroine successfully resists, to
quote Clement’s “being undone”. Blackmer and Smith argue that:
The works that Clément discusses in her invaluable study are not the 
whole story of opera, for the art form that seems the frivolous and 
misogynistic play-thing of conservative élites also permits an unparalleled 
range of opportunities for women to subvert and, often, overturn 
traditional gender roles.
Blackmer & Smith, 1995, p 62.
Here Blackmer and Smith are referring to Strauss’s ‘trouser-roles’ such as 
Octavian from Der Rosenkavaiier or the Composer in Ariadne auf Naxos. In these, the 
opportunity for women to sing what would have originally been conceived (in a play or 
novel) as a man’s role enables women to assert themselves in operatic terms. However 
Clément makes a valuable point that when one mentions ‘operatic heroines’, the tragic, 
suffering female springs readily to mind. Such stereotypes include the tragic Mimi 
wracked with tuberculosis, her former lover helplessly comforting her as she breathes 
her last or the fiery, flirtatious Carmen, whose passion for life is dramatically cut short, 
stabbed by a jealous ex-lover. Despite contrary argument, there is strong evidence to 
support Clément’s view of the dispiriting treatment of women in opera as opposed to the 
treatment of operatic heroes. This can be traced back to the beginning of Romanticism
’ The same could be said of a number of Gilbert and Sullivan Operettas eg. Princess Ida, The Gondoliers, The Pirates of 
Penzance.
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where a conscious tradition of fatal women appears to have started. Mario Praz
reinforces this point, stating that:
During the first stage of Romanticism, up till about the middle of the 
nineteenth century, we meet with several Fatal Women in literature, but 
there is no established type of Fatal Woman in the way that there is an 
established type of Byronic Hero. For a type -  which is, in actual fact, a 
cliché -  to be created, it is essential that some particular figure should 
have made a profound impression on the popular mind. [...]
A type is like a neuralgic area. Some chronic ailment has created a zone 
of weakened resistance, and whenever an analogous phenomenon 
makes itself felt it immediately confines itself to this predisposed area, 
until the process becomes a matter of mechanical monotony.
Praz, 1970, p 201.
Praz’s analysis is accurate -  female characters tend to be based on four primary 
stereotypes. Whilst traits of the stereotypes can be identified to a lesser or greater 
extent within the one heroine, predominantly, the four types can be categorised as the 
femme fatale, the passive innocent, the rebel who conforms, and the evil stepmother 
figure.
The first category of the coquette, femme fatale or La Belie Dame Sans Merci is
the enchantress for whom men feel an irresistible longing. In turn, these women use
men, treating them with pity or contempt and enslaving their love while degrading their
masculinity in the process. Praz writes:
The type of the fatal aiiumeuse was very widespread, and though it may 
be too arbitrary to try always to trace it to literary models such as Matilda, 
Carmen, or even Cecily -  for, after all, it is a type of which examples are 
not so very rare even in actual life -  it is, on the other hand, quite easy to 
discover elements of these characters in such figures as Rosalba ‘la 
Pudica’ (Barbey d’Aurevilly, A un dîner d ’athées), in Conchita (who is 
Carmen and Cecily rolled into one), and in the innumerable other
creations of the lower grades of Romanticism.
Praz, 1970, p 209.
This stereotyped woman appears in Arthurian legends, she is Delilah who robbed 
Samson of his strength and freedom of mind, she is Cleopatra or Lulu, and she is 
Salome and the Dolores ‘Our Lady of Pain’ in Swinburne’s masochistic fantasy. This 
type of woman can be identified in the legends of Lilith or the sirens that call sailors to
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their deaths on the rocks, and in the evil vampires or demonesses, who use their
sensuality and sexuality to exert power over men.
This role is easily identifiable in a number of operas, the most famous being
Bizet’s Carmen®; others include Manon, Salome and Lulu®. Praz writes;
In Fatal Women of this kind, however, we shall not always find such 
characteristics as make reference to a cliché indisputable; but such 
characteristics are certainly to be found in a type of Fatal Woman which is 
more highly penetrated with aestheticism and exoticism, the type which 
arose with Gautier and Flaubert, which had its full development in 
Swinburne, and which then passed to Walter Pater, to Wilde, to 
D’Annunzio -  to quote only a few of the most representative names.
Praz, 1970, p 210.
In all cases, the strength of character and self-reliance of the femme fatale are 
the characteristic traits that make them all the more desirable to men. Carmen’s allure is 
attributed to a number of elements: her gypsy genes, her smoking, her independence, 
exotic dancing, and the fact that she will never be ‘owned’ by any man -  she lives her life 
as she chooses. This strength of character is seen by men as a challenge, hence their 
attempts to break it.
The second category is that of the passive innocent, who, through her devoted 
love, either gets her man or dies."  ^ Ponchielli’s La Gioconda is a good example of this. 
The heroine is a ballad singer who is madly in love with Enzo Grimaldo (an exiled noble­
man, disguised as a fisherman.) Grimaldo is in love with Laura, and Barnaba (a spy) is 
in love with La Gioconda. Barnaba tries to get rid of Grimaldo while La Gioconda 
eavesdrops on a rendezvous with Grimaldo and Laura but here she recognises Laura as
® Carmen is a woman who lives and loves, not completely without thought for the feelings of the opposite sex, but she 
does not become emotionally attached or dependent on any man. Working In a cigarette factory adds further to her 
mystique and hints at female rebellion against the male stereotype. There Is something slightly sleazy, yet tantalising 
about a woman who smokes and It Is these aspects of her character that allure man. She Is the one who dominates and 
has power over men and therefore Is a danger. Consequently while her current lover proves his masculinity as a 
matador, to the strains of the crowd cheering and singing, her jealous ex-lover stabs her.
® Lulu Is another example -  she Is a danger to men (and women In the case of the lesbian Countess Geschwltz). Her first 
husband dies of a heart attack when finding her alone In a compromising position with a painter. The painter Is then killed 
and she Is threatened with events from her past, which drives her to the Impossible choice of prostitution or prison.
Despite Lulu’s rejection of the Countess, she Is the only one who truly loves Lulu, and she sacrifices her own life by taking 
Lulu’s place In prison. However, this Is all to no avail as Jack the Ripper finally stabs Lulu.
 ^As Is the case with Liu In Puccini’s Turandot
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the woman who once helped her own blind mother. Consequently, she helps Laura 
escape from her unhappy marriage and reunites her with Enzo. Stricken with grief, and 
unable to love Barnaba, La Gioconda takes the poison she had originally intended for 
Laura. As in La Gioconda’s case, the innocent woman sacrifices herself as a result of 
lost love. Usually the heroine will have rebelled against conventional rules, loving a man 
who is either of a different nationality, religion or social class. When the woman does 
not get her love, she loses her sanity, and the only option left is suicide. Butterfly is the 
obvious example of this, as rejected by Pinkerton, and having given up her child for him, 
she has turned her back on her family, religion and tradition, and is left with no option but 
suicide.
The third category is that of women who attempt to rebel against male 
domination and shun female stereotypes. As is most frequently the case in this type of 
opera plot, the woman finally succumbs when she finds the right man -  her stand for 
women’s rights is swiftly forgotten and she is content to revert to the role of devoted wife 
and mother. This subject has been the plot of a number of Gilbert and Sullivan 
operettas, possibly the most obvious being Princess ida^ Operas with this type of 
heroine tend to be comic, rather than tragic, as the underlying theme at the end tends to 
be “all’s well that ends well”.
The fourth category of female is that of the possessive evil 
mother/aunt/stepmother figure. Obvious examples of this type of character are Fides, 
Azucena, Kabanicha, the Aunt and Turandot. While not exactly heroines in the true 
sense, they are the ones who are usually the catalyst for another’s death. They tend to 
be portrayed in two ways: by the end of the opera they realise the extent of their
® Princess Ida, along with a group of other maidens has vowed to give her life to the furthering of her education, and fights 
against the various male Influences In her life. However, when she meets the right man, her quest for knowledge Is swiftly 
forgotten and they are united. She accepts her traditional role of wife, as do the rest of the maidens and everyone lives 
happily ever after
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wrongdoing and have a total transformation of character or they emerge triumphant,®
having pushed their daughter/daughter-in-law/niece to their death.
Complex characters tend to combine a number of the traits mentioned above, in
order to give more depth and interest. Because of Clement's observations about the
female character, experience has shown that heroines such as Butterfly and Turandot
are popular with the opera-going public.’' It is as though as a society, part of our operatic
enjoyment is gained through watching the heroine suffer. Clément herself admits to this:
I have seen these operas at work; if I am touched by them it is because 
they speak of women and misfortune. In the great house at the heart of 
the city, and with the greatest pleasure, I have seen and heard women 
caught in a network of cruel intrigues. I have cried with joy at the sound 
of voices, I have clapped my hands to express my happiness, I have 
dreamed and felt. Little by little dead women, suffering women, women 
who are torn, have appeared before me; it was like an immense plot 
coming out of the depths of time, created to make one see these women 
preyed on by their womanhood, adored and hated, figures who simulate a 
society that is all too real.
Clément, 1988, p 9.
Clément identifies Puccini specifically as one of a ‘guilty party’ of opera 
composers, who have assisted in creating this impression of operatic heroines and 
reinforcing stereotypes, whereas Janacek’s name is surprisingly conspicuous by its 
absence given his number of ‘female operas’. Puccini’s heroines are predominantly 
tragic figures who suffer under male tyranny. Can the same be therefore said of 
Janacek’s treatment of women?
When considering Janacek’s operas, his female characters are outwardly 
unconventional, their strength of character overshadowing the weak-willed men with 
whom they become involved. Yet much as one would think that the defiant Katya who 
dies for her ‘right to love’ could not be daubed with the same stereotypical brush as the 
sacrificial Butterfly, the reasoning behind both deaths is strikingly similar. Butterfly’s
® ie. Kabanicha in Janacek’s Katya Kabanova
’’ In London in Spring 2003 three separate performances of Madama Butterfly were staged at the Albert Hall, the Coliseum 
and the Royal Opera House.
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innocent faith in the man that she loves causes her downfall. While she is waiting for 
him to return, she is safe in the knowledge that he will come back to her ‘because he 
said he would’, particularly as in his absence she has given birth to his son. When he 
finally returns with his new American wife, to claim the child. Butterfly gives him up. 
Having turned her back on her family, her religion and the traditions she has grown up 
with, the only option she sees herself left with is to kill herself and to ‘die with honour’ 
rather than to live without. Likewise, Katya’s faith in human nature and love is just as 
simple and naïve as Butterfly’s; she believed that love and religion were the most 
important elements in life, but she is disappointed to find out that is not the case. She 
kills herself because death, for her is the only option; it is the only release from her 
everyday life, and an escape from the narrow-minded society that does not understand 
her.
Despite the difference between Butterfly’s Japanese background and Katya’s 
concept of Russian life, as heroines they share a number of similar traits. It is therefore 
my intention to examine the reasons behind Puccini and Janacek’s portrayal of these 
characters in order to gain a deeper understanding of them. I also intend to discover if 
there is evidence of a specific female or muse, who has influenced the way in which both 
composers view women, and if so, the reasons why and the extent to which this can be 
recognised in the characters of Madama Butterfly and Katya Kabanova.
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Puccini’s father died when he was only seven years old, and as a result, the female
influence in Puccini’s life was particularly strong. He was left with five sisters and one
brother, and his numerous letters to his siblings and mother are evidence of how close
they were. Garner (Garner, 1954) suggests that Puccini’s personality traits that were not
dissimilar to Mozart’s, and that his fondness of infantile enjoyment, coarseness and
vulgarity was as a result of his Tuscan upbringing, and possible lack of a father figure.
Garner states (Garner, 1958) that as a young adult that Puccini appeared to have an
abundance of animal sexuality. He was quoted as saying: ‘On the day on which I am no
longer in love, you can hold my funeral!’ Garner writes that:
Yet, unlike the true Don Juan who is in love with the idea of love and for 
whom the conquest of the female essentially represents an unconscious 
attempt to clutch at this elusive image, Puccini seems to have been driven 
to his countless adventures by a mere sexual urge and also, one ventures 
to suggest, by an irresistible need to suppress irrational doubts about his 
virility and to assert himself. In this light the sexual act seems to have 
represented to him a means to an end -  temporary release from those 
unconscious pressures and the restoration, so far as this was possible, of 
an inner equilibrium; it was not the physical expression of any profound 
emotional and spiritual attachment to a woman.®
Garner, 1958, p 188.
Puccini was 26 and Elvira 24 years old when they set up home together. A staunch 
Gatholic woman, Elvira left her husband and marital home to elope with the musician. In 
doing this, she exposed herself to malicious gossip within the strict tradition in which she 
had been raised. She was of relatively high social standing and it took almost twenty 
years before their union could be recognised and sanctioned in the ‘eyes of God’ and of 
society. However, before and during this time with Elvira, Puccini had a number of brief 
affairs with women and significantly (with one or two exceptions) these women were of
earner suggests that Puccini’s ‘irresistible need to suppress irrationai doubts about his viriiity and to assert himseif may 
have been a result of the absence of a father-figure. He also takes this further, implying that had Puccini not had a 
resolute and strong personality, he could well have turned his back on the female sex and embraced homosexuality. 
However, there is no evidence to suggest that simply because a child does not have a father, this would make them more 
susceptible to being homosexual and given that Garner describes Puccini’s appetite for sex, his suggestion is not backed 
up with enough evidence.
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lower social standing and class than his. Puccini was open about his infidelities,
confessing not only to his friends and acquaintances, but also frequently attempting to
explain his actions to Elvira (who did not look upon them as forgivingly as Puccini would
have liked). She was an extremely jealous woman, and as a result she and Puccini had
a somewhat stormy relationship. Interestingly, Puccini did not ever openly acknowledge
that he had found true love. However, he based all of his operas around this ideal,
suggesting that while he possibly never experienced it, he believed in the concept.® It
was as though Puccini was attempting through the fantasies of these women to fill the
gap in his own life of how he genuinely thought love should be. Elvira was never openly
acknowledged as inspiration for any of his heroines, despite the fact that after each affair
he would always return to her. As Minnie the heroine in Puccini’s opera Fanciulla sings
“I am nothing but a poor little girl, obscure and good for nothing”. This appears to be a
generalised description not only of Minnie herself, but of the kind of heroine which
Puccini either consciously or unconsciously created -  the woman who is ostracised from
good society, owing to some failing in her past. As Garner states:
There are first the girls of doubtful virtue who form the majority -  Manon,
Mimi, Musetta, Butterfly and Magda. Liu is a slave girl, and her inferiority is 
identified with her status. Despite being a celebrated singer, Tosca’s 
immorality lies in her free association with Gavaradossi; she is, moreover, 
and artists are therefore suspect in the eyes of conventional bourgeois 
morality. And there is that oddest of all Puccini heroines, Minnie, a pure 
angel who yet consorts with the riff-raff of a gold-mining camp in the Wild 
West and who is not above some first-rate cheating. Giorgetta again, who 
hails from a low Parisian suburb, is an adulteress, and the nun Angelica, 
though of exalted birth, has disgraced the name of her family by an 
illegitimate child.
Garner, 1958, p 303.
It is possible that given Puccini’s relationship with the previously married Elvira that 
sub-consciously the inspiration for his heroines could have stemmed from the history of 
her past and the fact that she was unfaithful to her husband, in order to leave him for
It is unlikely that Puccini wouid have been able to portray true love so convincingly if he had not believed in the concept.
97
Puccini. However, more interesting is Puccini’s desire to confess his infidelities to his
wife and friends as this implies that he was never released from the influence of the
mother-figure, in seeking some kind of forgiveness or redemption. While this did not
prevent him from being unfaithful to Elvria, it suggests that his infidelities were an action
for which he had regret, but the fact that she forgave him subconsciously enabled him to
repeat the transgression.
Puccini was vaguely aware of the nature of these unconscious urges, and it is
possible that this was the real reason behind the long spells of abysmal and sometimes
suicidal melancholy which occasionally overcame him. Strangers, family and friends
often commented on his “povera faccia”, (poor face), that his expression was one of
unbelievable sadness. As he wrote in a letter:
Dear lllicia. Write to me often, I am here alone and sad. If you only knew 
how I suffer. I have such need of a friend, but I have none, and if there is 
someone who loves me, he does not understand me. I have a nature so 
different from that of theirs. It’s only I who understand myself and that 
gives me great pain. But mine is a constant pain, which never leaves me 
alone. Nor does my work give me pleasure, and I work because I must.
My life is a sea of sadness in which I am becalmed! I seem to be loved by 
no one; understood by no one; and so many people say how enviable my 
lot is. I was born under an unhappy star.
Puccini cited in Garner, 1958, p 183.
In stating “I seem to be loved by no one” Puccini acknowledges his own failing of being 
unable to form close attachments or deep and meaningful relationships with other 
people. It is almost as though he is attempting to project his own personal failings on 
other people, reversing his psychological make-up. This sadness was mirrored in his 
ability to compose his famous laments.^®
Robert Donington (Donington, 1990, p 51) focuses on Puccini’s relationships in 
some detail, suggesting that Puccini was obsessed with some "concept of love as tragic
One needs only think of the trio at the end of Madama Butterfly, where Sharpiess, Pinkerton and Suzuki sing of 
Pinkerton’s return and the subsequent consequences.
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guilt to be atoned for by death.” He gives the reason behind Puccini’s series of operatic 
women as:
doomed heroines to whom the heroes merely act in the role of catalysts: 
a dramatic pattern which sprang from an image deeply anchored in his 
unconscious and when therefore assumed for him the force of a 
compulsion.
Donington, 1990, p 151.
Donington continues by suggesting that Puccini’s ‘compulsion’ is related to his
father, writing that:
one possibility is that Puccini, in fighting off some terrifying childhood 
fantasy of having killed his father, took refuge in the not much less 
terrifying fantasy of his mother having killed his father.
Donington, 1990. p 151.
There is no first-hand evidence to confirm Donington’s analysis -  it is based on 
opinion rather than fact. However, there is no doubt that Puccini did have a strong 
fixation of the mother-figure and it is therefore not surprising that when he married, it was 
to a woman of excessively strong will, who dominated him.
Garner pursues a similar train of thought as Donington in suggesting that Puccini 
may have considered his heroines to be rivals of his exalted mother image (despite their 
social imperfections). He suggests conscious acknowledgement of this could never be 
made and the only option was to repress it. This could only be achieved through 
Puccini’s portrayal, suffering, torment and eventual death of the women he created in his 
operas. The Aunt and Turandot stand out as being two heroines who are cruel, haughty, 
and imperious and, not surprisingly of a higher rank than his ‘little women’ types. Garner 
suggests that essentially they are a projection of Puccini’s own mother-figure:
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not of course, of the real mother who was anything but a monster, but of 
the idea formed of her in his unconscious, under the pressure of his conflict 
between a guilty longing for her unapproachable dramatic character 
because only thus could the Mother figure be temporarily removed from the 
dark sphere of his unconscious.
Garner, 1958, p 304.
If Garner were right in his psychoanalysis of the ‘mother-figure’ this would be a logical 
conclusion to draw, given that the two types of heroines which Puccini portrays are 
almost exact opposites. There is no middle ground with Puccini - it is all or nothing. 
Garner states that in order for Puccini to pacify his godlike mother each time he was 
unfaithful to her through loving the ‘degraded’ heroine, the only way that he could right 
the wrong then was to offer up the heroine, almost as a sacrificial animal. This was the 
reason behind the suicides of Angelica and Liu.
Normally the existence of the ‘evil mother-figure’ is not demonstrated openly on 
stage, but in Suor Angelica and Turandot, she is characterised in all her wickedness. 
Symbolically, Puccini attempts to demonstrate her humanisation in the penultimate 
scene in the opera, removing her strength and transforming her into a submissive 
woman. This is certainly telling of his unconscious fantasies. The ‘evil mother-figure’ 
could alternatively be a subconscious representation of his wife Elvira. Owing to his 
infidelities, they certainly did not have what one could class as a loving relationship: her 
jealous nature almost forced Puccini into leaving her. She was so convinced that her 
husband was having an affair with the maid, that she destroyed the maid’s character and 
forced the poor girl into attempting to commit suicide. Afterwards it was found out that 
the girl was ‘pure’ and Elvira was sentenced to five weeks in jail for her part in the 
proceedings. Fortunately for her, she appealed and her conviction was dropped, but not 
without a considerable amount of money having to be paid to the maid’s family. From 
Puccini’s description of the event in his various letters, Elvira was an extremely strong 
character, and was perfectly capable of being unpleasant and downright cruel.
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All of Puccini’s heroines suffer in one way or another - he displayed evidence of
his sadistic impulses when he jokingly referred to his ‘Neronic instinct’ and wrote to
Adami (cited in Garner, 1958, p 308) that he could only compose music “when my
puppet executioners are moving on the scene”. Puccini appears to inflict suffering and
torture on his heroines, to the point where they can bear it no longer, and death seems
to be the only answer. He wrote to Adami on November 3'^, 1922, describing Turandot
I think that Liu must be sacrificed to some sorrow, but I don’t see how to 
do this unless we make her die under torture. And why not? Her death 
could help to soften the heart of the Princess...
Puccini cited in Adami ,1971, p 291.
This suggests elements of love and hatred for the same character, reinforced by his
frustrations for the opera and its characters. Garner states:
This retribution is visited upon them with a manifestly sado-masochistic 
enjoyment which proves the ‘primitive’ nature of Puccini’s sex fantasies.
We now appreciate the reason why scenes of suffering, torture and death 
exercised such a fascination on his creative imagination -  they were, so 
to speak, the grit in Puccini’s oyster.
Garner, 1958, p 304.
Likewise Praz writes that:
the exotic and the erotic ideals go hand in hand, and this fact also 
contributes another proof of a more or less obvious truth -  that is, that a 
love of the exotic is usually an imaginative projection of a sexual desire.
This is very clear in such cases as those of Gautier and Flaubert, whose 
dreams carry them to an atmosphere of barbaric and Oriental antiquity, 
where all the most unbridled desires can be indulged and the cruelest 
fantasies can take concrete form.
Praz, 1970, p 207.
Was this the case with Madama Butterfly? Puccini’s choice of subject matter, the 
difference between age and experience between Butterfly and Pinkerton^® and 
Pinkerton’s blatant desire to sleep with her, knowing she was a virgin -  suggest that 
Praz is right in his observations.
”  However, it should be noted that earner’s psychoanalysis of Puccini is not based on concrete evidence or fact. It is the 
result of a detailed study of Puccini’s life (with the benefit of hindsight) and he offers it as a possible explanation for the 
reasons and justifications behind Puccini’s attitude towards women.
Puccini emphasises Butterfly’s youth as she is asked what her age is, and at the end of Act I this is reinforced by her 
showing Pinkerton her possessions
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However, one fundamental issue which Garner and Praz do not acknowledge is
Puccini’s portrayal of these heroines. While their observations behind the elements that
may have influenced Puccini’s portrayal of the women in his operas are valid, Puccini
displays a strong empathy with all of his heroines, which is not mentioned in their
analyses. Garner suggests that:
each heroine’s degraded position allowed Puccini to fall in love with them 
and achieve a complete identification with their personalities, their failings 
ensuring that they stand 'at the bottom of the height on which Puccini had 
enthroned the Mother.
Garner, 1958, p 302.
Yet some of Puccini’s most inspired, poetic and poignant music was written for these
women, and I think it was through this that Puccini not only attempted to sympathize with
their plight, humanize it, but also redeem their social failings through his music. In terms
of their personalities, Puccini appears to be attempting to compensate for their moral
and social unworthiness, by investing in these characters traits that are nothing short of
endearing. They are all gentle, tender, affectionate and childlike, willing to give
everything, even to the point of self-sacrifice. Puccini (Puccini cited in Garner 1958, p
302) wrote to his librettists that these are "luminous pleasing figures”, that “something
beautiful, attractive and gracious” can be recognized in them.
When one considers the heroines of Strauss, Schreker and Berg, they all display
pathological traits. Strauss’s operas were not to Puccini’s liking: “Elektra! A horrorl
Salome passes but Elektra is too much!” (Puccini cited in Garner, 1958, p 186),
however, the nature of Salome’s pathological tendencies and obsession with necrophilia
meant that Puccini was unable to relate to her. As Flaubert once wrote about the
compulsive character in an artist’s choice of subject:
One is certainly not free to write on any subject. One does not choose 
one’s subject, but is chosen by it. The secret of a masterpiece lies in the 
conformity between the subject and the author’s nature.
Flaubert cited in Garner, 1958, p 302.
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The ruthlessness and cunning of the nymphomaniac Lulu, and the lurid eroticism
displayed in Schreker’s Der feme Klang, which had a profound impact on Berg’s
Wozzeck, is worlds away from the tenderness of Puccini’s Mimi. This was typical of the
period in which they were written -  the fin de siècle -  discovery of the ugly, of disease,
physical and mental, and abnormality -  all these were strong themes, ripe for artistic
treatment. By contrast, for Puccini the primary characteristic of his typical heroine was
the suggestion of pathos, of the existential Angst and resignation that could be depicted
through her characters.
When comparing the operas with the relevant novels and plays, the huge extent
to which Puccini altered the original stories and romanticized the characters (particularly
the heroines) is revealed. In Murger’s original novel La Bohème, Mimi is portrayed as a
harlot and a gold-digger, who having lived with Rudolph for eight months, becomes
bored and begins to search for a wealthier man. Her treatment of him becomes
intolerable to the extent that eventually Rudolph gathers enough proof of her infidelities
to confront her (following a scene in which he all but strangles her) and throws her out.
However, Puccini implies in La Bohème that Mimi leaves Rudolph because their love
had got to the point where it had become all-consuming, to the possible detriment of
them both. The implication is that they still love each other. However, Puccini suggests
this as when writing Mimi’s death scene he wrote the following letter to his publisher:
You will have the copy of Act IV by you. Will you be so good as to open it 
at the point where they give Mimi the muff? Just a glance will do. Don’t 
you think it rather poor at the moment of her death? Just an extra phrase, 
a word of affection to Rudolph will be enough. No doubt it is a fancy of 
mine, but when this girl, for whom I have worked so hard, dies I should 
like her to leave the world less for herself and a little more for him who 
loved her.
Puccini cited in Adami, 1971, p 71.
Likewise, the character of Cio-Cio-San from Madama Butterfly was originally 
taken from the thinly disguised autobiographical novel Madame Chrysanthème by Pierre
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Loti (a French naval officer), in which a sailor contracts a temporary ‘marriage’ with a 
Nagasaki girl, found through an obliging local procurer. Swiftly bored with the liaison, 
the sailor-leaves, and his last glimpse of Japan is of his discarded girl counting her cash. 
In this version, Butterfly has none of the child-like innocence that Puccini gives her, 
money rather than love being the driving factor in the union with the naval officer. In this 
sense, her flaws are no less serious (arguably more so) than those of the flirtatious 
Musetta or the grasping Mimi. Puccini’s version is somewhat different since while 
outwardly Puccini portrays Butterfly as the innocent party in her relationship with 
Pinkerton and despite her past as a geisha girl, she states that she would rather die than 
go back to that line of work."*® Her renunciation of her religion and people for love 
ensures she is an outcast from the tradition in which she was born, yet she kills herself 
in a traditional Japanese way, with a dagger, reinforcing her Japanese heritage at her 
death.
The character of Butterfly fits in neatly with Puccini’s ‘favourite heroine’ ideal. It 
was primarily as a result of the character of Butterfly that the opera succeeded at its 
second performance. As a fifteen-year-old former geisha, her past is skated over, but it 
is known that her mother is poor and her father, a samurai, performed hara-kiri, rather 
than being subjected to the shame of a public execution.^"^ Portraying her as an 
innocent child alongside the naval officer Pinkerton, Puccini immediately empathises 
with Butterfly, her internal suffering and attempted transformation of herself from a 
geisha to an American wife being the crux of the opera. It is evident from the outset that 
she is never going to be the “vera sposa Americana" (the true American wife) that 
Pinkerton intends to marry at some point in the future.
Butterfly is supposed to be fifteen, but has worked as a geisha since she was twelve. Her youthfuiness wouid have 
made her particularly attractive to men in a country where venereal disease was rife. The situation has repeated itself 
countless times before and since, and the comparisons with Bangkok or Russia today are inescapable.
This form of suicide was generally established by the close of the fifteenth century and became the recognised duty of a 
samurai to kill himseif at the word of command. Ail samurai were subject to this disciplinary iaw, even lords of provinces;
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The tragedy of the opera is Butterfly’s -  not specifically because of Pinkerton, but 
because he takes away her innocence, and ensnares her with the American way of life, 
which she views as superior to her own culture. She herself was content to turn her 
back on her own religion, before her impending marriage to Pinkerton (as demonstrated 
by Uncle Bonzo and his curse), but Puccini romanticises this, leading us to believe that 
she did this purely for love of Pinkerton. At no point did Pinkerton request her to become 
an American -  he was dismissive of her culture and her relatives, but it was her decision 
and her choice to turn her back on her heritage. Pinkerton did not instruct her to adopt 
his way of life, nor suggest that it was required of her.
Puccini gives Butterfly an almost ethereal quality. This is demonstrated by her 
first entry, where in order to make it even more dramatic she is heard singing offstage 
(as she climbs up the hill to begin the marriage ceremony), heightening the desire for the 
audience to see the owner of the voice.^® By depicting her as a fifteen-year-old child, 
Puccini makes the difference in culture and character between Butterfly and Pinkerton all 
the more striking. Likewise, Puccini uses this method when introducing Butterfly’s Uncle 
Bonzo. Whilst Pinkerton and Butterfly are being congratulated by family and friends and 
a toast is being drunk to the newlyweds, this scene is interrupted by angry cries from the 
path, as Bonzo approaches. This reinforces the drama, as again, the audience cannot 
see from whom the commotion is coming. Once Bonzo has cursed Butterfly, Pinkerton 
orders the wedding guests to leave, yet the menacing voices of her uncle and relatives 
can still be heard as they descend the path (out of view), as the evening falls. 
Interestingly, at the end of the opera, despite having said that he could not bear to see 
Butterfly, Pinkerton climbs the hill to the house, singing "Butterfly, Butterfly, Butterfly” off­
stage before rushing in with Sharpiess as Butterfly dies. This contrasts ironically with
and in samurai families, children of both sexes were trained how to perform suicide whenever personal honour or the will 
of a liege lord might require it.
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Act I, where is he is the one who is waiting for Butterfly, hearing her entry before seeing 
her in the flesh.
However, the duet between Butterfly and Pinkerton at the end of Act P® is of such 
sophistication and dramatic quality that the music takes priority over the libretto, the 
characters and the impressions already formed of the newlyweds. During this time, the 
audience can genuinely begin to believe that Pinkerton loves Butterfly, yet the ecstasy of 
the music has a sense of impending doom. This is reinforced by the text when Butterfly 
states: “Di con che oltre mare se cade in man del I’uom ogni farfalla da uno spillo è 
trafitta” (they say that in your country, if a butterfly is caught by a man he’ll pierce her 
heart with a needle and leave it to perish). Pinkerton responds with "Un po’di vero c’e. E 
tu lo sai perché? Perché non fugga piCi." (Some truth there is in that and do you know 
why? Because it cannot fly.) Five bars later^^ (133 + 4) at the point of climax ‘Bonze’s 
Curse’ is sung in unison by Pinkerton and Butterfly. This is reinforced by the strings and 
high wind, allowing the audience to regain its slightly superior position, being aware that 
some kind of fate will befall the newlyweds.^® Pinkerton’s actions in Act 1 have formed a 
basis on which the audience is able to begin to judge the potential outcome of the 
situation. He makes it evident that he does not view the marriage as legally binding.
By comparison with Belasco’s play, Pinkerton’s character is shown in a different 
light, as a man whose judgment and conscience are clouded. For the sake of the 
drama, the opera intensifies this, transforming him into a heartless, arrogant and 
despicable man, who cares only for himself and his own gains. The failure of his 
marriage to Butterfly is laid wholly at his feet. Were it not for the re-written love duet at 
the end of Act I, following the first night’s disastrous reception. Butterfly would have been 
destined for failure. The reason for this overt dramatisation is political, which is
earner makes the point that this is also the case with the entries of Mimi, Musetta, and Tosca. It is possible that Puccini 
took this idea from Delibes’s Lakmé (1884), as this is the only other known use prior to Puccini’s.
Puccini’s love scenes are almost invariably situated in the first act of the opera.
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surprising, as Puccini was a resolutely non-political composer, so the subject matter Is a 
puzzle. However, the theme of the opera is obviously that of the impact of Western 
imperialism on a non-Western world. Pinkerton’s treatment of Butterfly is unusually 
insensitive - his reasons for staging the mock marriage of himself to Butterfly are never 
wholly explained, as an hour prior to the wedding he still drinks to his ideal of marrying 
an American woman one day. This implies that his reasons are driven by his sexual 
urges; while Butterfly is an unfortunate victim of her own naivete and emotional 
involvement. However, the freedom that Pinkerton takes for granted allows him to leave 
his new wife behind and she, having renounced her religion, family and culture, is in no 
position to re-enter society and have any kind of life. Besides, she now regards herself 
as an American -  a fact confirmed with her welcome of Sharpiess, the US Consul.
When Puccini revised the opera in 1906 for the Paris premiere, he attempted to 
soften the character of Pinkerton, including the remorseful aria Addio, fiorito as//, which
was to be sung upon his return with his new American wife. This was done in an
attempt to make the opera more acceptable for American audiences; however despite 
this, it was not enough to redeem Pinkerton in the eyes of the Japanese audience, and 
no amount of remorse later on in the opera could justify his actions in Act I.
In keeping with Butterfly’s status as a sacrificial heroine, Rubens Tedeschi^® 
makes the point that the opera centres on two 'sacrifices’. As Helen M Greenwald 
writes:
In Puccini’s original 2-act structure of the opera, the sacrifices provided 
an element of symmetry -  at the end of the first part. Butterfly sacrificed 
her virginity, and at the end of the second she sacrifices her life. Both
sacrifices are not only ceremonial, but also sexual: the first explicitly and 
the second implicitly, as the knife penetrates her flesh.
Greenwald, 2000, p 247.
133 Andante mosso appassionato + 4 bars (sostenendo), Universal Edition
The use of Bonzo’s curse as a recurring motive wiii be discussed in extensive detail in chapter 4 of this thesis. 
Rubens Tedeschi, Addio fiorito asii: ii meiodrama itaiiano da Rossini a i verismo (Pordenone, 1992), 122.
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I would have to question this observation given that ‘sacrifice’ is not necessarily 
the right word to describe Butterfly loosing her virginity. It would have been a sacrifice, 
had Butterfly understood the nature of Pinkerton’s desires and intentions, but at this 
point in the proceedings, she willingly gave herself to him. I would also disagree with 
Greenwald’s second point that Butterfly’s ‘death’ is a sacrifice. Is it not that Butterfly’s 
sacrifice started on her wedding day, in relation to her religion, heritage, family and 
traditions -  the elements that she gave up in order to fulfill the role of Pinkerton’s 
American wife? Butterfly’s death is not a sacrifice for Pinkerton, nor for the sake of her 
son. It is simply that in sacrificing all the elements that had made her Japanese (in order 
to attempt to make herself American) there is no longer a place for her in the society in 
which she lives having lost both her husband and son. Without them she has no 
identity, no purpose in life, and nothing left to live for.
Despite Butterfly’s victim-like status, she is never portrayed as pathetic -  her 
dignity and absolute determination and faith in her ‘husband’ never allows her to give 
way to self-pity or despair - even her suicide is resolute and not over-indulgent. It is at 
this point that she fulfills Puccini’s status as a true heroine. She is the only character in 
any of his operas who develops from a girl (at the time of her marriage to Pinkerton), to 
woman and mother (by the time of her death), and her music develops as such. 
Butterfly dominates the final part of the Second Act, and despite being told of the 
intention to take her child away, she bears this with incredible dignity, simply saying “E 
sia! A lui devo obbedirl” (To him I owe my duty)®®. She takes on an almost subservient 
role at this point saying "Siatelo sempre; non v’attristate per me.” (May you remain so, 
nor e’er be sadden’d through me). However, it is at the Andante sostenuto (Figure 55) 
that her vocal line is heightened in terms of emotional intensity and also in relation to the 
vocal range. At this point there is a dramatic octave leap, which begins her final section
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(figure 55 + 1) and a dramatic pause on a top A (Figure 55 + 8) beginning at piano and 
swelling into double forte at the climax point. The control and emotional strength 
required to sing this final passage (particularly when one takes into account the physical 
requirements of the vocal line of the rest of the opera) surely demonstrates her 
development and fulfillment of Puccini’s aspiration of her as a true heroine.
Figure 39 + 3, which interestingly immediately follows a whole-tone version of Bonzo’s curse
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Janacek’s upbringing could not have been more different from Puccini’s. Born
the son of Jin Janacek, (a village schoolteacher) and one of nine surviving children, his
father died when he was two and his mother brought him up on her own. Resourceful
and courageous, Amalie Janackova took it upon herself to look after her large family,
and even took up her dead husband’s post as Hukvaldy’s organist for six months until a
replacement could be found (Hollander, 1963). However, Janacek’s display of musical
talent resulted in him being sent away from home at the age of eleven, and from then he
only knew an institutional life at the Old Brno monastery choir school; otherwise he was
isolated in private lodgings. The close bond that Puccini enjoyed with his mother and
sisters was not repeated with Janacek and his family.
Surprisingly, there is only one mention of Janacek’s mother in his wife Zdenka’s
memoirs and this was in relation to her attendance at their wedding. There is no
mention as to the kind of relationship Janacek had with his mother, although it can be
presumed that he was not close to her during his married life. There is conflicting
evidence as to whether Amalie Janackova attended Zdenka’s and Janacek’s wedding
but it is certain she was not present at the gathering beforehand in the Schulz home.
Tyrrell suggests that it was possibly due to linguistic reasons that Janacek’s mother did
not go to the German-speaking Schulz family home. He states:
Wherever the truth lies, the difficulty over Janacek’s mother underlines 
that the difference in class and culture between Janacek’s mother and the 
Schulz family was an embarrassment to him.
Tyrrell, 1998, p 28.
There is limited documentary information about Janacek’s family, but it appears
that he had only one brother, Karel, and the other seven siblings were sisters. In
Zdenka’s memoirs she mentions that her sister-in-law:
Josefka brought a little ill humour to our Christmas when she came on a 
visit from Hukvaldy. She began to give me advice about weaning
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Vladicek and I told her that as an unmarried woman without experience 
this was something she simply didn’t understand. Josefka got very angry; 
she even flew into a rage. She had such a violet nature.
Janackova cited in Tyrrell, 1998, p 50.
Zdenka also mentions Elenora, Leos’s eldest sister:
She was a needlework teacher in Svabenice near Brno. We soon hit it off 
together despite the considerable difference in age -  she was older than 
my mama. [...] Leos behaved coldly towards her: she often complained 
that he didn’t like her. It was clear they didn’t get on.
Janackova cited in Tyrrell, 1998, p 48.
Following completion of the early stages of his training, Janacek taught piano
and composition to Zdenka, the daughter of Emilian Schulz, director of the ‘Imperial and
Royal Czech Institute for the Education of Teachers’. Janacek was 23 when he began
his tutoring of the 12-year-old Zdenka. Four years later in 1881, they were married, and
despite their somewhat turbulent marriage, Janacek remained faithful to Zdenka until
1915, when he began a relationship with a singer, Gabriela Horvâtovâ, who was to play
the title role in JenCifa at the National Theatre in Prague. Janacek had hoped that his
wife and mistress would be able to exist compatibly in each other’s company and that
Zdenka would be content to keep house for him and recognise his need for a mistress.
This was obviously not the case, and the affair lasted for three years, until Horvâtovâ
broke it off for another man, much to Zdenka’s relief.®^
It is difficult to make a judgment on the true nature of Janâcek’s relationship with
Zdenka, as her memoirs are considered to be the primary source, the documented
history of their lives together. However, Paul Wingfield makes a number of valid points
about Zdenka’s memoirs, one of which was in relation to their publication. He writes:
To make matters worse, the very fact of publishing this material is 
problematic. The project was Marie Trkanovâ’s brainchild. She seems to 
have viewed Zdenka as an unjustly disparaged yet loyal wife whose story 
needed to be told. Zdenka was a reluctant contributor. Moreover, 
Trkanovâ’s introduction states that “from the beginning both of us were 
aware that because of their intimate character the memoirs.... would
The memoirs of Zdenka Janackova give a detailed description of Janacek’s affair with the singer
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remain simply as study material for those dealing in detail with Janacek” i.e. 
the document is confidentiat
Wingfield, 2003, p 167.
If it were the case that these memoirs were never meant for publication, Wingfield 
goes on to argue that a number of accusations that were made in Tyrrell’s article are 
contentious, particularly in relation to Janacek’s liaisons with other women. Firstly that 
there were other women almost from the start (even when Olga was dying) and secondly 
that his affair with Gabriela Horvâtovâ resulted in her becoming pregnant, having a 
miscarriage (or abortion) and pushing Zdenka to her attempted suicide. However, 
Zdenka herself writes (Janâckovâ cited in Tyrrell, 1998) that at the age of 61 he was 
“innocent” in “erotic matters”, and when she confronted the other woman as Olga was 
dying that she was told I assure you that ... we didn’t do bad things together”. As 
Wingfield says:
on this evidence, Leos hardly qualifies as a Don Juan. Likewise, there 
was no evidence that Horvâtovâ was pregnant -  Zdenka herself suggests 
that she had duped Leos into believing that she had carried and then lost 
his child.
Wingfield, 2003, p i  72.
In 1918 Janâcek met David Stossel and Kamila Stôssiovâ, a young couple, while 
he was visiting his sister in Hukvaldy. Despite Kamila having more than a passing 
resemblance to Horvâtovâ (albeit being twenty-five years younger), Zdenka remained 
confident that a relationship would not develop, given that she was happily married. 
While Janâcek’s friendship with Kamila remained formal for almost a decade, the sheer 
volume of letters he wrote, and trips he arranged in order to see her, are testimony to his 
emotional involvement. Significantly, during his latter years, she was the primary 
inspiration and model for many of his works®® despite her having almost no musical or
“  These include the gypsy in The Diary of One who Disappeared, Katya in Katya Kabanova, Emilia Marty in The 
hAakropoius Case, Akuiina and Aiyeya from The House of the Dead, and his String Quartet No. 2 intimate Letters was 
also inspired by her.
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literary knowledge.®® According to Janacek, she was trapped in a marriage with a 
husband who did not understand her. He was convinced that there was more potential 
In her character, and it was only he who could unlock it. It is therefore possible that 
Butterfly reminded Janacek of Kamila and that the two women therefore were joint 
inspiration for the character of Katya. Puccini never acknowledged any of his female 
characters as having been inspired by women in his life, not even his wife, whereas 
Janacek wrote:
Tell me, it is possible to reveal upon which human grew the crystals of my 
motifs. Has any writer ever told the public? With painters it is no 
secret... But a composer? Would it be taken amiss if this spiritual 
relationship, this artistic relationship were to be openly admitted? I am 
aware of the psychological side to this tendency of the motifs to including 
towards perceptions of the tangible, real. This is the sort of composing 
which has nurtured me and brought me to maturity.
Janacek cited in Paige, 2002, p 90.
This is as close to a confession about the extent to which Kamila inspired 
Janacek as he ever makes, and the suggestion is that she was not just the physical 
inspiration for the female characters (as he wrote in the letter alluding to the similarities 
of their height and hair colouring), but that she was the inspiration behind his motifs and 
themes as well.
Janacek’s portrayal of women in his operas is outwardly unconventional in that 
they are all perceived as being strong characters, while it is the men who are shown to 
be weak. Despite this his female heroines tend to fit into the four categories of women in 
opera, as outlined earlier. It is impossible to examine the character of Katya without 
comparing her with Janacek’s other heroines, in order to identify if there is a specific 
pattern or type that Janacek creates.
JenCifa and The Beginning of a Romance appear to be the only two operas 
whose heroines were not inspired by the women in Janacek’s life. Jenùfa is the story of
“  For further information on Janacek’s reiationship with Kamiia, see Paige, D Janâôek and the Captured Muse pp. 79 and 
Chew, G Reinteipreting Janâcek and Kamila : Dangerous Liaisons in Czech Fin-de-Siècie Music and Literature pp. 99 in
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a young woman, who is pregnant by the weak-minded Steva. Her stepmother 
(Kosteinicka ) will only allow them to marry if they remain faithful to each other for a year, 
which given the impending birth of their child, leaves Jenùfa with a predicament. Jenny 
Kallick writes that:
Even in the early twentieth century, sexual activity before or outside 
marriage brought irreparable shame to the woman and ostracism for any 
child who might result. With abortion widely banned and virtually 
unavailable outside the more liberal cities, infanticide was considered a 
practicable solution both in the countryside and in the city.
Kallick, 1997, p 232.
Laca (Steva’s half brother) knows that his stepbrother only finds Jenùfa attractive 
because of her rosy cheeks, and consumed with jealousy, slashes her cheek with a 
knife, destroying her complexion. However, Jenùfa tells her stepmother of her condition, 
and she is confined to her house for fear of the shame that it would bring on the family. 
Following the birth of the baby, the Kosteinicka contacts Steva, who refuses to fulfil his 
responsibilities and marry Jenùfa, saying his feelings for her have changed. Desperate, 
she goes to Laca and offers him Jenùfa’s hand, telling him falsely that the baby died 
shortly after its birth. Left with no other option, the Kosteinicka takes matters into her 
own hands by drowning Jenùfa’s baby while she sleeps and burying him under the ice in 
the local river. However, in spring when the ice melts, the body is found. The 
Kosteinicka is eaten up with guilt, her mind becomes unhinged, and she is convinced 
that she can hear ‘fate knocking at the door.’ While the murder is unforgivable, it is 
evident from Kosteinicka’s remorse that she genuinely thought she was doing what was 
best for Jenùfa, given the judgmental society in which they lived. Jenùfa shows 
remarkable strength of character by forgiving Steva for abandoning her, (which allows 
her to marry Laca), and by offering redemption to her stepmother.
Beckerman, M (ed.) Janâôek and His Wor/d Princeton: Princeton University Press, 2003.
114
Jenùfa is possibly Janacek’s only opera that is not easily categorised in respect
of the female heroine. The drama that evolves around her is almost external in relation
to the internal conflict that she is suffering. She has no control over the outcome of her
situation, as it is too late. She Is almost passive in relation to the drama. However, this
is one opera where the female heroine is portrayed as a girl, yet following the birth of her
child as Kallick writes:
She has become the essential maternal figure, taking on the personae of 
the Madonna, to whom she has addressed her prayers from the opera’s 
opening moments.
Kallick, 1997, p 245.
Even when Kosteinicka tells her of her child’s death, and the pain is evident from
her lyrical lines, affirming that her son (now an angel), must be with God. Kallick goes
on to say ‘This first scene has established dramatic and musical oppositions that propel
the dramatic action throughout the remainder of the opera. Dramatically as well as
musically, the two women have been polarised:
Jenùfa is now fully feminised -  passive, pure, the maternal icon; the 
Kostlnicka is defeminized - aggressive, guilty, the “odd woman”. It is now 
around Jenùfa that domestic order will be reconstructed.
Kallick, 1997, p 245.
While there is no disputing that Jenùfa is the outright heroine of the opera, the 
Kosteinicka is not far behind, as in terms of the action, she has much more involvement 
than Jenùfa. The tragedy is a result of her actions, and in the final act, when she begins 
to hear ‘fate knocking at the door’, which twists her mind into thinking that she is going 
mad, attention is focussed primarily on her reactions. This reinforces Kallick’s point that 
the two women become diametrically opposed -  whereas at the beginning of the opera 
the Kosteinicka was morally right (even with her somewhat strict ultimatum for the two 
lovers), and Jenùfa was the one in turmoil, the roles being reversed at the end of the 
opera.
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From this point onwards in terms of Janacek’s operatic output, his relationship
with Kamila becomes one of primary importance. As mentioned earlier, she was the
inspiration for many of his heroines and the creative force behind many of his late works.
Their relationship (as far as is known), was never consummated. Kamila was very aware
of the safe distance created by letter writing, and how this would be jeopardised if the
two parties met. She wrote in a letter to Janacek:
You write about my beauty there you’re terribly wrong. For you have the 
chance to see beautiful women perhaps you don’t notice them. But in my 
case there may have been something [but] what it is I can’t say myself. If 
perhaps you told it to someone it’s possible he’d think quite differently.
For I’m really quite an ordinary woman of which there are thousands. [...]
Your heart would stop aching if you were with me more.
Stôssiovâ cited in Tyrrell, 1994, p 50.
This is one of Kamila’s most frank and thoughtful letters, and she is exactly right in her
observation of the situation. The physical distance between the two of them and her
reluctance to return his advances intensified Janâcek’s feelings for her, thus further
idealising her in his mind. This is how she was able to be his muse for as long as she
was. The poet Robert Graves wrote:
The White Goddess [his term for the original muse figure] is anti­
domestic; she is the perpetual 'other woman’ and her part is difficult to 
play for more than a few years.®"^
Graves, 1997, p 440.
It is for this reason that Janâcek was able to project the qualities of the heroines he was 
creating on Kamila and because of their limited contact, the illusion remained in tact.
In The Cunning Little Vixen, The Gamekeeper catches Vixen Sharpears, 
intending to use her fur as a wrap for his wife when she is older. He takes her home and 
ties her up alongside his dog, from which she refuses various sexual advances. The 
Gamekeeper’s children also taunt the Vixen, who retaliates by killing the Gamekeeper’s
Diane Page observes that this is a recurrent theme in Graves’s examination of the muse; if the poet chooses her as a 
wife, she can no longer be his muse, and thus his art wiii suffer. The muse must remain distanced from the artist. See 
Paige, D Janâcek and the Captured Muse pp. 97 in Beckerman, M (ed.) Janâôek and His Wor/d Princeton: Princeton 
University Press, 2003.
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hens. She bites through her leash and escapes back into the forest. Here she meets a
fox and upon telling him her life-story they fall in love and get married. Surrounded by
fox cubs, the Vixen and her husband discuss extending their family while waiting to lure
the poultry dealer, Harasta, into the forest in order to eat his chickens. However,
angered at being led into this trap, Harasta shoots the Vixen. The Gamekeeper is in the
forest and settles down for an afternoon nap; in his dream he sees a spitting image of
Vixen Sharpears (it is in fact, her daughter), but when he tries to catch her he finds he
has caught a frog instead.
Bystrouska, the vixen, is portrayed as an extremely independent, self-sufficient
character who rebels against the dominating male Gamekeeper. The fact that she is
given a name humanises her, enabling the audience to identify with her. As is the case
with the stereotype of the woman safely reverting back to domesticity following
independence, she falls in love and marries and her husband takes over the role of the
provider. Janacek cleverly depicts the death at the end of Act II, giving it no emotional
weight or impact -  it is simply a shot heard before the music moves immediately on to
the next act. This reinforces his concept of the circle of life; that as one finishes another
begins. This was especially significant for Janacek at this stage in his life, as he had
reached his seventieth birthday, and his age was of concern to him. The regeneration of
the Vixen’s death through her fox cubs was a parallel to the regenerative force that
Kamila provided to Janacek. Paige makes the point that:
While countless accounts of the composer’s life speak of his passionate 
obsession with her, few note her important role as a maternal figure. Like 
the muse, the mother is a creative being through whom man can channel 
his creative and procreative energies. Janacek’s comments about 
Kamila’s increasing girth and roundness were probably a reference to the 
imaginary child she carried.
Paige, 2003, p 88.
Katya Kabanova could be placed into the category of the passive woman. 
Katya’s love for Boris is almost incidental with a regard to her suicide; it is more for her
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‘right to love' that she kills herself. The closed, narrow-minded society in which she lives 
does not allow her husband to escape the restraints of his mother, and Katya, unable to 
do right in her mother-in-law’s eyes, finds love through the somewhat weak-willed Boris, 
while her husband is away on business. When Katya, wrecked with guilt, confesses the 
relationship to her family, Boris’s uncle sends him away because of the shame he 
brought on him through his relationship with Katya. Not even strong enough to suggest 
that the two of them elope; he departs for a foreign land leaving Katya to face the 
reactions of society and disgrace she has brought upon herself and her family. As a
result she concludes that her life is effectively over, and she throws herself into the river 
Volga, escaping her enslavement through death.
Again, Janacek used his muse as inspiration for the heroine of his new opera. 
He wrote to her:
During the writing of the opera I needed to know a great measureless 
love. Tears ran down your cheeks when you remembered your husband 
in those beautiful days in Luhacovice. It touched me. And I always 
placed your image on Kât’a Kabanova when I was writing the opera.
Janacek cited in Tyrrell, 1994, p 280.
In another letter, written from Pisek on 12'  ^February 1928, he wrote:
Mrs Kamila
And it was the summer sun. The slope was warm, the flowers almost 
fainting bowed towards the earth. At that time the first thoughts about that 
unhappy Katya Kabanova -  her great love -  went through my head. She 
calls to the flowers, she calls to the birds -  the flowers to bow to her, the 
birds to sing to her the last song of love. ‘My friend’, I said to Professor 
Knop.®® ‘I know a marvelous lady, miraculously she is in my mind all the 
time. My Katya grows in her, in her, Mrs Kamila Neumannoval The work 
will be one of my most tender! And it happened. I have known no greater 
love than with her. I dedicate the work to her. Flowers, bow down to her; 
birds, never cease your song of eternal love.
Janacek cited in Tyrrell, 1994, p 281.
Katya belonged to a particular class of Russian society which, by the mid-nineteenth 
century, had distinctively traditionalist reactionary and xenophobic characters. The
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merchant class retained an inward-looking inscrutable attitude inherited from earlier 
centuries. This had helped to guarantee its survival, and later secured it against the 
greater social mobility introduced from the time of Peter the Great onward. From 
Katya’s reminiscences it seems that two major forces influenced her upbringing: nature 
and religion. Both inspired a sense of beauty and ecstasy, and as a result created a 
highly emotional child. Frequently the two forces combined to overwhelm her sensitive 
nature: “a jâ padnu na kolena a placu; a jâ sama nevim proc modlim se a placu. Tak 
mne tam nasli,” (I’d go out into the garden early in the morning, just as the sun was 
rising. I’d fall to my knees and pray and weep, and I wouldn’t know what I was praying 
and weeping about, and there they’d find me) (Act I Scene 7).
Petted, dressed like a doll, Katya took such education as she could from the 
stories, fantasies and visions of the wandering pilgrims (represented in the play by 
Feklusha and her extravagant tales of the outside world). She comes to marriage and to 
life in a strange household unequipped to deal either with the force of her own emotions 
or with the behaviour of her new family and their reaction to her. When she follows her 
natural inclinations (for she is a child of nature) and transgresses, the religiously 
moulded part of her character expects and exacts a fitting punishment. Significantly it is 
a thunderstorm -  nature at its most aggressive -  which initiates the religiously inspired 
need for public confession of sin: religion and nature influence her in concert as they did 
in her childhood. She is unable to moderate her inordinate sensitivity, expressed as fear 
at this menacing aspect of nature and fear of the consequences of sin. The storm both 
brings her to confess and begins to unhinge her mind. The brutal treatment she 
receives at the hands of the Kabanov family, her incarceration, and the denial of her 
natural passion for Boris, produce symptoms of despair and hysteria. Boris completes 
the process by his inability to offer any support. Suicide becomes the only logical
“  Tyrrell writes that Bohumfr Stëdron (1946m 214) suggested that Janacek meant ‘Khodl’, an acquaintance in Pisek.
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answer to her. Powerful social factors contribute to the oppression that Katya must
endure, and hence play their part in her death. She is in conflict as much with herself as
with her environment; it is clear that she could not have found a complete solution in
challenging the authorities placed over her. Suicide is as much a fulfilment of her need
for self-inflicted punishment as it is a reproach to those who abused her.
Wilfred Mellers considers Katya Kabanova to be the central, most
comprehensive and probably the greatest of Janacek’s operas, arguing that:
its Russian context enables Janacek to fuse his primitive pagan ritualism 
with his Christian sense of guilt, thereby creating an art immemorially 
ancient yet immediately contemporary.
Mellers, 1982, p 71.
The reason behind this statement and the success of the work as an opera lies
with the portrayal of Katya. She is the feminine principle incarnate, yet her loving nature
is destroyed by Society, represented by her hateful mother-in-law and the rich merchant
Dikoj. However, following her infidelity with Boris, it is her Christian conscience which
prevents her leaving her husband, and the sight of the pair of young lovers Barbara and
Kudrjas, who are able to love so openly, that unconsciously pushes her towards her
escape through suicide. Mellers suggests that Katya:
would seem to be related to Janacek’s wife both as she might have been 
and as, transformed by her environment, she was; to the young daughter 
who died; to Kamila Stôssiovâ, the woman thirty-eight years Janâcek’s 
junior.
Mellers, 1982, p 71.
Mellers’s observation is interesting, but I would suggest it is the opposite -  that 
Janâcek uses Kamila for his inspiration in the character of Katya, despite the obvious 
differences in character, background, religious and moral beliefs. A fundamental link that 
can be made between the two is their relationships with their husbands. There is no 
doubt that Katya loves her husband Tichon. Likewise, Kamila openly acknowledges her 
love of David, her husband. Both husbands leave their wives to travel on business -
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Tichon to go to the market, and David (an antique dealer) frequently left Kamila on her 
own with the two children for long periods of time. It could possibly be that Janacek was 
unconsciously drawing parallels with Katya’s love for Boris, wishing that this scenario at 
some point in the future could be represented through Kamila’s love for him.
When we look at Katya’s lovers we note that there is little difference between 
Boris and Tichon -  both are weak-willed and dominated by another figure in their lives 
(Boris by his Uncle and Tichon by his mother). Both are written for a tenor voice (as is 
also the case with Steva and Laca in Jenùfa), possibly to reinforce the fact that neither 
men have a huge impact on Katya’s life. It could be therefore that Janacek has 
subconsciously combined the weaknesses of these two men to represent David 
(Kamila’s husband), and her escape from society through her suicide is the only way in 
which the two of them can unconsciously be reunited.
Katya’s treatment by her family (the humiliation by the mother-in-law, her 
inattentive and disinterested husband and her incarceration within the family home) was 
typical for a young woman in Russian merchant-class society. As a result of this, the 
images of freedom which haunted Katya were happy ones from her childhood -  the 
memories of longing to fly like a bird, and of the flowers that she used to tend and water. 
All of these symbolise a release and the ability to do as she wished, without the 
oppression of those around her. The shame of her relationship and infidelity with Boris 
not only encourages her to confess, but also Boris starts to unhinge her mind, as a result 
of attempting to suppress her emotions for him.
Surprisingly, the audience is discouraged from looking upon the judgement of 
Katya’s infidelity harshly. Throughout the opera, she is portrayed as the innocent party, 
in some respects, a passive woman. She begged her husband not to go to the market, 
but being weak-willed, when his mother said he must go, he refused to argue with her 
and obeyed her wishes refusing to argue with her. One might suggest that had he
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stayed then she would not have met Boris on that fateful evening. Katya is trapped in a 
loveless marriage, but rather than staying loyal to Tichon, this is her justification for her 
affair with Boris.
Emilia Marty from The Makropulos Case can be classed as Janacek’s ‘femme
fatale’. The daughter of the Emperor Rudolf M’s physician, she has been condemned to
live for four centuries as the result of an experiment with a life-elixir. The plot is an
extremely complicated legal case with the question of Emilia’s identity and her fantastic
origins at the centre of it, contrasting with Emilia’s heartless treatment of her suitors,
loveless existence and longed-for release through death. Janacek said himself of her:
Poor 300-year-old beauty! People thought she was a thief, a liar, an 
unfeeling animal. ‘Beast’, ‘canaille’ they called her, they wanted to 
strangle her -  and her fault? That she had to live too long. I was sorry 
for her.
Janacek cited in Tyrrell, 1992, p 311.
Akulina fits into the category of the sacrificial woman in her portrayal as Shishkov’s wife 
in The House of the Dead An absent woman in the opera,^® she is portrayed by 
Shishkov’s monologue, but is given a strong identity through the accompanying music. 
Akulina was ridiculed and mocked by Filka and accused of not being chaste and 
therefore unsuitable to become a wife. However, she married Shishkov as her parents 
were willing to give his family money if he agreed. Furthermore it turned out that the 
accusations were unfounded. Shishkov does not specify details but it appears that he 
goes from feeling pity and love for her predicament, to beating her regularly. However, 
when she tells him that she still loves his enemy Filka, he decides to kill her, taking her 
into the woods late at night and stabbing her. She knew the result of declaring her love 
for Filka and sealed her own fate, knowing that Shishkov would kill her, but that was 
preferable to living without the man she loved. She is given an almost ethereal quality 
(through the used of high muted strings) which elevates her to a higher plane, especially
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since she is an ‘absent woman’ in the opera; her love for the man who has ruined her is
stronger than her will to live. Janacek confessed the connection between Kamila and
Akulina and Aljeja in a newspaper article:
You in whom Ostrovsky sought his Kat’a Kabanova; you who Dostoevsky 
would call the tortured soul of Akulka, and in whom I find the pure child’s 
soul of Aljeja.
Janacek cited in Paige, 2002, p 92.
In The House of the Dead, Aljeja, a Tartar boy (trouser-role) forms a friendship with the
political prisoner Alexander Petrovich when he joins the prison. One of the prisoners
who is jealous of his friendship with the nobleman Petrovich, spills boiling water over him
at the end of Act II (the passive innocent). Paige observes that
Throughout the opera, women are conspicuously absent, and men mourn 
those they have wronged, long for the sisters and mothers left behind, 
and see the feminine in the guise of a prostitute who appears briefly and 
In prisoners in women’s costume for a holiday farce. The oppressive 
atmosphere of the prison is doubly suffocating without a palpable 
feminine presence, just as Janacek held fast that he could not create 
without the visage of Kamila with him.
Paige, 2003 p 92.
This account is justified, but the decision to write the work for an all-male cast was 
determined by Dostoyevsky’s memoirs and Janacek tried to remain as faithful as he 
could to those.
It is more complicated to pinpoint the inspiration for Janacek’s heroines than for 
Puccini as much of his home-life is not documented. The absence of a father-like 
presence in his life, could possibly have led him to depicting his female characters as 
resourceful and independent in their relationships. Yet he tended to view women as two 
types -  the real and the ideal. It is known (Paige, 2002) that he respected women of 
talent, yet in general he believed (as most men did in those days) that a women’s place 
was in the kitchen. On the one hand he enjoyed his spa holidays (Janacek cited in 
Paige, 2002, p 92) because they were filled with “an annual congress of beautiful
The House of the Dead was written for an ail-male cast, except for role of Aljeja the tartar boy, which was to be sung by
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women”, yet in his lifetime he really only had intimate dealings with Zdenka, Gabriela 
Horvatova and Kamila. The success of his relationship with Kamila was directly 
attributed to the physical distance towards them. She was an unlikely muse, given her 
limited education, rounded appearance and lack of interest in music. However, it was 
precisely the lack of these qualities that complemented Janacek and provided him with 
the capacity to project onto her image and inspire him to create these amazing heroines.
a woman, and a group of female prostitutes.
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IV
Both Puccini and Janacek felt tremendous empathy towards their operatic 
heroines. Puccini’s self-sacrificial Butterfly, his consumptive Mimi (breathing her last in 
the arms of her former lover) and the dramatic Tosca all demonstrate his ability to 
dramatise female suffering and heighten the emotional climax. Puccini’s numerous 
liaisons with women of significantly lower social standing than his own suggest parallels 
with his operatic heroines. However, it should be noted that it would be naïve to 
presume that true life necessarily consciously or unconsciously mirrored his opera 
writing, and the character analyses of Garner and Donington should be read within this 
context.
Interestingly though, throughout the drama, Puccini builds up the heroines’ status 
to a climactic elevation at the point of their death. Here symbolism overshadows the 
young woman dying of tuberculosis or the Japanese woman performing hara-kiri. In all 
cases it is predominantly the music itself that enables this final status to be recognised - 
Puccini was a master of dramatic tension and climactic conclusions and it is through his 
skill as an operatic verismo composer that he was able to elevate these women. 
However, due to the visual nature of opera and the popularity of his works, they take on 
a meaning outside of the work itself becoming representative icons for women within 
society
For Janacek, it was predominantly Kamila, his muse, who inspired the 
characteristics identified in his heroines. In most of his operas, his heroines can be 
divided into Praz’s four main categories of women. However, despite this, his heroines 
tend to be more diverse, from the fantasy story of the vixen Sharpears to the 300-year- 
old beauty of Emilia Marty. In this sense they are streets apart from Puccini’s 'little 
women’ stereotype. All of his characters progress throughout the opera -  Jenùfa from a 
girl to a mother and elevated heroine through the compassion she shows to her
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stepmother. In The Cunning Little Vixen Sharpears develops from a fox cub into a
mother, carrying on the cycle of life. In Katya Kabanova the childhood of naïveté and
innocence is left behind and Katya develops into the tragic heroine, misunderstood and
condemned by her actions. Even Emilia Marty comes to realise the value of life, having
lived for three hundred years. Janacek himself admitted that he seemed always to be
writing operas about women. In a letter to Kamila he wrote:
After unusually hard work I have finished my latest opera. I don’t know 
whether they will call it The Thunderstorm or Katerina. Against The 
Thunderstorm is the argument that another opera of that name already 
exists; against Katerina that I write nothing but female operas. Jenùfa -  
Katerina. The best thing, instead of a title, would be to have three 
asterisks.
Janacek cited in Tyrrell, 1992, p 254.
It is true to say that in both cases Puccini and Janacek were inspired by the 
women they knew and loved. In Puccini’s case, this was through a number of extra­
marital affairs, and in Janacek’s case his inspiration was taken from one woman -  
Kamila. To conclude, in terms of the similarities between Butterfly and Katya, both 
women make sacrifices for the men that they love, and they are both let down by them. 
Pinkerton, because he never had any real intention of being a husband to Butterfly and 
Boris because he is too weak-willed to stand up against his uncle nor sacrifice his 
inheritance for Katya. Within the context of the operas, the tragedy is laid firmly at these 
women’s feet, which allows them to display their strength of character. Both composers’ 
treatment of women displays elements of heightened sensitivity, particularly when faced 
with death (which will be discussed in detail in the next chapter) and it is predominantly 
for these reasons that their heroines are both believable and inspirational.
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The Deaths of Madama Butterfly and Katya Kabanova
The death scenes in the final acts of Madama Butterfly and Katya Kabanova form 
the climax of both operas. In particular, within these two scenes the compositional styles 
of Puccini and Janacek can be seen at their most heightened due to the culmination of 
emotion, depicted through musical and dramatic means. One need only think of the self- 
sacrificial Butterfly, the consumptive Mimi breathing her last in the arms of her former 
lover, or the dramatic Tosca, to recognize that for Puccinian opera to be at its most 
dramatic, death was the ultimate climax. Accordingly, the essence of Puccini’s operatic 
composition was his fondness for a tragic subject that would lead to a dramatic pattern 
of events, his portrayal of the heroine, and the likeness of certain musical images. All 
these elements combined would constitute Puccini’s favourite operatic structure, 
comprising typically of situations such as love, betrayal and death.
Janacek’s depiction of death in opera contrasted with Puccini’s, given that the 
subjects of his operas were rather more diverse. Janacek tended not to bare his soul in 
the same way as Puccini -  he viewed death in opera as a positive release from life, and 
each death fulfilled a specific purpose. In his first published opera Jenùfa the murder of 
Jenùfa’s baby by her stepmother was intended to achieve an escape from the 
judgmental, narrow-minded society in which she lived. The suicide of Emilia Marty in 
The Makropulos Case was a release from the frustrations of living for over three hundred 
years. The death of Sharpears in The Cunning Little Vixen demonstrated the circle of 
life.
When examining Puccini’s and Janacek’s treatment of death in Madama Butterfly 
and Katya Kabanova it is important to consider the separate elements that make up their 
final death scenes. Once these have been broken down and analysed, any areas which
127
show signs of Puccini’s influence on Janacek should begin to be identified through the 
level of musical detail. As the climaxes of both operas for the two characters are their 
final death scenes, it would not be surprising if any points of influence or allusion could 
potentially be brought to the forefront more in these scenes that in any other, as this is 
the point where the characters are at their most vulnerable, both emotionally and 
dramatically. If parallels are to be drawn between Puccini’s and Janacek’s operatic 
writing, it would therefore not be unreasonable to suppose that the death scenes are the 
ones where they are most likely to be identified.
In order to analyse the two death scenes in detail, it has been necessary to break 
them down into basic elements: orchestral reference, the characters involved in the 
scenes, the length and time of each section, key or harmonic significance, dramatic 
function and use of primary motives or themes which forms the basis of the section 
identified. For ease of reference, this information is presented in tabular form.
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The function and dramatic purpose of the primary motives used in Madama 
Butterfly and Katya Kabanova
The compositional structures of both Madama Butterfly and Katya Kabanova rely 
heavily on the use of motives and recurring themes. The function of these themes is 
twofold: the use of versions of specific motifs throughout the opera (particularly at times 
of heightened emotion) encourages the audience to have associations with them. On a 
broader level, recurring themes give unification to the operas as a whole.
Puccini uses two primary motives in the final act of Madama Butterfly. The first is 
‘Bonzo’s Curse’ (a triadic dotted quaver/semi quaver motif).
Comi ‘Bonzo’s Curse’
Figure 102 + 5
The second is a recurring theme that for ease of reference I have termed as the ‘Fate 
Theme’, as this theme is used extensively in anticipation of Butterfly’s death.
Mena ancora, Figure 5 + 7  
Theme E -  ‘Fate Theme’
Both themes are introduced in the first part of the opera. ‘Bonzo’s Curse’ is first 
heard in Act I (figure 100 + 1) during Butterfly and Pinkerton’s wedding. Butterfly’s Uncle 
Bonzo calls her name, halting the wedding celebrations in order to gain her attention. 
He then curses her, singing “All’anima tua guasta qual supplizio sovrasta!” (in 
everlasting torment may your wicked soul perish) in response to Butterfly’s decision to 
reject her own religion to follow that of her husband. Likewise the ‘Fate Theme’ is 
introduced as an isolated motif during the second part of Act I. Its meaning is not
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recognised until Butterfly sings her aria Un bel di (Act II, Part I, Figure 14-4) .  Her vocal 
line sings “un uomo, un picciol punto s’awia per la collina...” (a man, a little speck in the 
distance climbing the hill). This line has special significance, as this same theme is used 
later on in Act II, where Butterfly tells Suzuki to ask Pinkerton and Sharpless to “Fra 
mezz’ora salite la collina.” (Climb this hill an hour from now), meaning that in an hour’s 
time, she will have killed herself. The hill itself is symbolic, given that it was there that 
Pinkerton and Butterfly were married, where they briefly lived as man and wife, where 
Butterfly waits for his return from sea, and where she finally ends her life.
As identified in the analysis of the second part of Act II, both themes are used 
extensively throughout the final part of the opera yet Puccini transforms them by means 
of augmentation, diminution, transposition and through a variety of different scorings.
‘Bonzo’s Curse’
In Act I (figure 100 + 1), where Uncle Bonzo makes his first appearance, 86 bars 
of the scene are dedicated solely to ‘Bonzo’s Curse’. During this time, the theme is 
repeated constantly throughout this passage; as an accompaniment, as a melodic line, 
(played by the orchestra) as an inversion (sung by the choir at Figure 103 -1 )  and sung 
by Uncle Bonzo himself (104 - 5). The wedding is the climax point of Act I; Pinkerton 
opens the opera singing about the wedding and emphasis is placed on the introduction 
and arrival of the guests and Butterfly’s entrance. Introducing Uncle Bonzo at this point, 
on the happiest day of Butterfly’s life gives a greater impact, especially given that he 
curses her so vehemently.
‘Bonzo’s Curse’ reappears as Butterfly and Pinkerton sing their aria Viene la sera 
at the end of Act I - their declaration of love for each other in anticipation of their wedding 
night. This is one of the few places within the opera where, musically, it could be 
believed that Pinkerton genuinely had feelings for Butterfly, given the nature and
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emotional content of this love duet. However, upon closer inspection, even in this aria 
as Pinkerton sings “ch’io mi struggo per la febbre du’un subito desio” (my heart is 
beating madly with passionate longing), and Butterfly “E ancor I’irata voce mi 
maledice...” (I hear his angry voice still shouting curses), a fragment of ‘Bonzo’s Curse’ 
penetrates through the texture, played in thirds by the two oboes;
..4 " "
p  ma sensibile
ra - fa vn - re mi ma - le - di - ce...
A tempo Figure 1 2 0 - 6  (Act I) 
Theme O -  ‘Bonzo’s Curse’
‘Bonzo’s Curse’ returns significantly in the Second Part of Act II, following 
Butterfly’s sighting of Pinkerton’s ship. She knows that he will return to see her (but 
does not imagine that he will have married and have brought his wife back with him or 
that his purpose is to take away their son). In anticipation of his arrival she decorates 
the house and waits up all night for his return. Tired and exhausted at daybreak, she 
finally sleeps and it is as at this point that Pinkerton and Sharpless return, approaching 
Suzuki to ask her to talk to Butterfly on their behalf.
When Butterfly wakes, a variant of ‘Bonzo’s Curse’ is heard as Suzuki cries “no, 
no, no” (in response to Pinkerton’s request). Butterfly rushes down the stairs, presuming 
that she has been woken by the sound of Pinkerton’s arrival and Puccini transforms the 
motif by repeating an ostinato of the first three notes of the theme, harshly played by the 
trombones and accompanied by a string sustained tremolo. Puccini draws attention to 
the interval of an augmented fifth, the harmonies moving in thirds in order to draw 
special attention to it. The accents, and fortissimo volume from the trombones combined 
with Butterfly’s non-specific pitched cries, add heightened emotion to the drama.
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no Figure 31+8 
Theme O -  
‘Bonzo’s Curse’
At the Vivo (Figure 32 + 14) Butterfly desperately searches for Pinkerton, 
accompanied by the clarinet with an augmented version of ‘Bonzo’s Curse’. She 
realises that Sharpless is there, but that Pinkerton is not to be found. The melodic line is 
elongated above a sustained pedal -  the thirds still present, thinly scored for clarinets 
and bassoons, with a timpani, cello and bass D tremolo in the bass line.
do ve?
meno forte dim
olto cresc
Vivo, Figure 
32 + 14 
Theme O I -  
‘Bonzo’s 
Curse’
At Figure 39 the whole-tone motif returns as Butterfly states “E sial A lui devo 
obbedirl” (to him I owe my duty), the augmented triads thickly but quietly scored. Not 
only is the melodic line of the motif whole-tone, but the unusual harmony incorporates an 
E in the bass on the second beat, sounding at the same time as the F#, D, 0# and A#. 
This thickness of scoring gives an obvious sense of foreboding, as Butterfly and Kate 
negotiate about the future of Butterfly’s som
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Figure 39 Theme 0 2 -  ‘Bonzo’s Curse’
At the Moderato (47 + 7), Puccini forms his final statement of ‘Bonzo’s Curse’. 
The timpani has an ostinato semiquaver passage of Bb, F (fifth), which continues until 
‘Bonzo’s Curse’ returns to indicate Butterfly’s ‘conclusive movement’ as indicated in the 
stage directions. This is the only time where Puccini uses a triplet movement in the 
curse; the scoring differs from previous versions, with wind and horn augmented triads 
accompanied by tremolo strings.
Mono, Figure 51+10 
Theme 0 3 -  ‘Bonzo’s Curse’
It Is not surprising perhaps that during Butterfly’s death scene this motif should 
be used so extensively, as despite Pinkerton’s attempts to comfort his bride at the end of 
Part I, Act One, she takes her Uncle’s curse seriously. It is therefore symbolic that this 
motif runs throughout the two acts of the opera to the climax of her death, suggesting 
that her fate was sealed from the day that she married Pinkerton.
Fate Theme
The primary purpose of Puccini’s ‘Fate Theme’ is to represent Butterfly’s 
heritage. This purpose is reinforced through its use at specific points where her culture 
or background is of significance. Its first appearance in the second part of Act II is 
accompanied by a timpani roll at 5 + 7, where the theme is played in unison by the flute 
and clarinets. Having identified Pinkerton’s ship in the harbour. Butterfly waits up all
171
night for Pinkerton to come to her, and exhausted at day break she fails asleep. The 
‘Fate Theme’ follows the wordless sailors’ calls that represent the nautical aspect of 
Pinkerton’s life and his eventual return. The ‘Fate Theme’ is always scored in unison, 
the B natural giving a Lydian inflection to the melodic line, and unlike ‘Bonzo’s Curse’, 
the three-bar unit forms a complete phrase.
f L J a :
Meno ancora, Figure 5 + 7  
Theme E -  ‘Fate Theme’
At Figure 4 3 - 5  the ‘Fate Theme’ is sung by Butterfly in response to Pinkerton’s 
request to take his son back to America with his new wife. Butterfly sadly sings “lo potro 
dare se lo verra a cercare” (I will give him if he will come to fetch him). The 5/4 bar’s 
directions read “with marked meaning, but quite simply” as Butterfly sings “Fra mezz’ora 
salite la collina” (Climb this hill an hour from now.) This has a double meaning -  first that 
Pinkerton can come and collect his son in an hour’s time, but second that Butterfly will 
have killed herself before then. Her death is premeditated and she is in no doubt at this 
point that she will end her life. The F minor chords and whole-tone theme hint at an F 
minor melodic scale with its D natural, dying away from ppp to nothing.
Butterfly
PPP
F t PPP
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Figure
4 3 - 5
The next section (Figure 43) is a much faster tempo (crotchet = 176) and at this 
point, Butterfly is close to collapsing. The 'Fate Theme’ is extended and repeated as a 
rising sequence, the syncopation alongside the crescendo, driving the music onwards.
43Æ egroM olto  J=176
cresc. molto
... 1 =
Allegro 
molto 
Figure 43
As Butterfly commits hara-kiri Puccini accompanies this act with a statement of 
the ‘Fate Theme’. Pinkerton anxiously calls “Butterfly! Butterfly! Butterfly!" three times 
behind the scenes, the use of the ‘Fate Theme’ symbolising Pinkerton’s eventual return 
to her. The irony is that after years of waiting, he does return, but only at her death, and 
this is harshly recognised with the unison trumpets and trombones thundering out the 
theme. The scoring of this, with the accompanied frantic tremolo F# pedal played by the 
violins and doubled by the rest of the orchestra and Pinkerton’s F# cries, intensifies the 
drama. The rhythm of the two equal quavers is altered from the original to dotted 
quaver, semi quaver, which is more in keeping with the oboe, flute and clarinet line from 
57 -1  onwards.
Pinkerton
Bat ter
Batteifly!42L
a
Allargando, Figure 57 
+ 3
Theme E2 ‘Fate 
Theme’
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Whilst the opera does not finish with a statement of either of the two primary 
motives, both have been paramount in leading Butterfly to her fate in the case of 
‘Bonzo’s Curse’ from the first Act of the opera, and likewise the ‘Fate Theme’ primarily in 
the final part of Act II. Puccini carefully manipulates these two themes throughout the 
opera to build tension and drama through the repetition of these themes to create 
maximum effect.
From his first published opera Jenùfa through to his final opera The House of the 
Dead, Janacek makes extensive use of recurring themes to form the basis of his 
compositional operatic structure. He favours a specific ‘fate theme’ upon which he 
places significance, reoccurring at points of dramatic significance and emotional intensity 
throughout the opera in order to unify the work.'' This theme is then used throughout the 
opera in various forms -  transposed, used in variants, re-scored, augmented and 
diminished -  all of which reinforce its purpose and are paramount to the construction of 
the opera.
Like Puccini, Janacek uses two primary themes in the final act of Katya 
Kabanova. The first is the ‘Fate Theme’ which is introduced in the prelude at the 
beginning of the opera:
Act I Bar 5 
‘Fate Theme’
t im pan i p
Despite incorporations of ‘fate themes’ in Janacek’s previous operas (in Fate there is one primary fate theme used 
extensiveiy throughout in its originai form, in Jenùfa, the xyiophone to symboiises the cogs turning at the miii, representing 
the life-biood of the viiiage; Emiiia Marty in The Makropolus Case has a number of variants of the same theme; and a 
‘freedom’ and ‘fate motif are used in The House of the Dead), Katya Kabanova is his oniy opera where the ‘Fate Theme’ 
is used so extensively, and in such a variety of forms throughout.
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The second theme is introduced at the beginning of the final act and is developed 
throughout until the climax of Katya’s death. For ease of reference, I have termed this 
the ‘Volga Theme’
Adagio, J = 58
Katya
Soprano 
& Alto
Tenor
Adagio,
Figure 2 1 + 9  
‘Volga Theme’
Both themes have diverse characteristics -  the first statement of the ‘Fate 
Theme’ in the opening orchestral Prelude is scored for muted trombones and timpani 
whereas the ‘Volga Theme’ is introduced in full during the final act. At its point of climax, 
it is sung by a wordless chorus with orchestral accompaniment. In Act III of Katya 
Kabanova the two themes are used extensively, through transposition, varieties of 
scorings, augmentation, diminution and repetition to great effect.
Fate Theme
It was a conscious decision on Janacek’s part to use a unifying theme throughout
the opera to form the motivic basis of Katya Kabanova. He wrote in a letter to Julius
Wolfsohn on 2 September 1922:
I am pleased that Katya Kabanova will be performed in Cologne. But 
how exactly can I help you?
The work flowed from my pen just like the beautiful river Volga. Should 
I now catch the waves? Impossible. The motifs transform themselves 
in my work as if ‘of their own accord.’ It seems to me that even when a 
motif rises up threateningly it has its germ in the still, dreaming waters.
For instance the motif
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Threads its way through the whole work. The whole weight of the 
drama lies in it. But also the cause: the departure of Tichon. And the 
motif flies now into the flutes, the sleighbells and the oboes
And when a motif becomes so fundamentally different, I feel that it must 
be so, I don’t think any more about it.
Nor do I think any more about Kàt’a Kabanova. I am already taken up 
with another, different work. I have asked Dr Max Brod to stand by to 
help you.
Janacek quoted in Tyrrell, 1992, p 270.
Janacek’s explanation that “the motif threads its way through the whole work. The whole 
weight of the drama depends on it” suggests that Janacek’s attempt to unify the opera 
through the use of a single ‘fate theme’ was something which was carefully constructed, 
and planned to provide maximum impact. The fate theme appears nearly fifty times as 
individual statements throughout Katya Kabanova. It is played twelve times during the 
opening Prelude scored for timpani, then muted trombones, and is even transformed into 
a quasi-Russian folk-melody played by the oboes As the extract below shows:
Act I, Figure 4-9, 
‘Fate Theme’
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At all times the ‘Fate Theme’ is clearly recognisable, but it is also transformed 
into different versions, through melodic lines and accompanying figures. At the point of 
Tichon’s departure the fate theme is heard seventeen times (in order to reinforce the 
potential disastrousness of Tichon leaving for the market). When Katya finally confesses 
her infidelity to her husband, Janacek accompanies this with statements of the ‘Fate 
Theme’, as though to draw attention to the inevitability of Katya’s death. In Act II as 
Katya starts to consider suicide, Janacek introduces a significant use of major second 
chords. As she sings “Kdyby mne tak vzali a hodili do Volhy!” (If they would take me and 
throw me into the Volgaj the viola line has Db and Eb pedal quavers for three bars, 
which suddenly appear from nowhere. As death approaches, Katya describes the 
flowers that will blossom over her grave. The timpani line that previous had pedal 
quavers throughout now have four Bb quavers leading to eight Eb quavers before 
returning to Bb. It is as though the fate theme is subtly leading her towards her death, 
and as though to reinforce this, the theme is used immediately following Katya’s death, 
after Kabanicha gives her statement of thanks (as shown below):
Figure 
37 + 4
Katya’s lifeless body is pulled out of the Volga and laid on the river bank and the 
‘Fate Theme’ is heard, repeated thirty-two times, hammering incessantly the repeated 
movements, played by the violins. However, Janacek’s final statement of this theme as
177
the village folk stare at Katya’s drowned body is combined with the ‘Volga Theme’, sung 
by the full choir. This climactic finish of the combination of the two main motives used 
throughout the opera ensures that the work’s dark, dramatic momentum is carried right 
through until the final note.
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‘Volga Theme’
The second motif that Janacek attaches special significance to is that of the 
wordiess chorus who represent the river Voiga. This theme, like the ‘Fate Theme’, 
recurs extensively throughout this final act. As with Puccini’s ‘Fate Theme’, the ‘Volga 
Theme’ occurs earlier on in the opera, developing throughout the finai act into the 
version sung by the wordiess chorus. It is introduced at the beginning of Act 3 scene 1 
(at figure 4 in the interaction between Kudrjas and Dikoj) and the same melodic line can 
be identified 8 bars after figure 5.
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Earlier version of ‘Volga Theme’
This rises in pitch by a tone at Figure 14, and then is heard as an augmented version 8 
bars after Figure 16, This is given added weight as the crotchet triplets of the Fate 
Theme are heard at the same time, played by the timpani Eb -  Db.
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Figure 16 + 8 
Volga Theme’
Likewise in the second scene of Act II, the theme becomes more pronounced 9 bars 
after figure 21 and again two bars later, as the triplet form can be recognised^.
In Act III, the distant, unison singing of the wordless chorus is indicative of a 
funeral procession which beckons Katya ever nearer. The ‘Volga Theme’ is heard as a 
variant in the previous scene and at this point it is heard in full -  the link between the 
elements of nature coming to fruition -  the destructive storm, and the river Volga -  both 
unstoppable and uncontrollable by man.
See musical example on page 38 -  Adagio, Figure 21 +9 ‘Voiga Theme’
179
A dagio, J =  58
Katya
(zdaSty, beztextu)
Soprano
&Alto
Tenor
Adagio, 
Figure 21 + 9
From these examples it is possible to identify the development of the ‘Volga 
Theme'. The theme progresses emotionally alongside the characters and at the climax 
point of this final act, the personification of this theme suggests that to Katya the river 
Volga becomes a character in its own right.
It is not surprising that both Puccini and Janacek favoured the use of recurring 
themes throughout their respective operas Madama Butterfly an6 Katya Kabanova.^ 
Both composers have a history of constructing their operas in this way (particularly 
Janacek, as this was his format from his first published opera, Jenùfa, through to his 
final opera The House of the Dead.) However, what is interesting is the similar way in 
which both composers treat their main motifs. Puccini’s ‘Bonzo’s Curse’ and ‘Fate 
Theme’ are both ‘eastern’ in their origin -  they represent Butterfly’s family and heritage. 
The sound of Bonzo’s curse with its Eb-F# melodic line and major third accompaniment, 
and the whole-tone melodic line of the ‘Fate Theme’ give a strong Eastern 
characterisation to the music.
The use of recurring themes was typical of the genre, particularly In relation to Wagner’s concept of the leitmotif.
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Likewise, Janacek’s ‘Fate Theme’ and ‘Volga Theme’ are directly related to 
Katya’s background, the ‘Fate Theme’ through its transposition into the quasi-Russian 
folk melody (used as Tichon prepares to go to market) illustrates the life of the merchant 
class, whilst the ‘Volga Theme’ is the representation of the Volga’s consistent ever- 
flowing waters. Neither composer introduces any kind of struggle between themes -  in 
Puccini’s case, between East nor West (although this is touched upon at Butterfly’s 
wedding), or between Butterfly and Pinkerton. Likewise Janacek does not go into battle 
with love and duty in his thematic writing; both sit comfortably side by side. Both 
composers have primary themes which characterise their women. In Butterfly’s case, 
despite the curse being the motif of her Uncle Bonzo, she takes on the theme and 
makes it her own through her genuine belief of it. Likewise, the ‘Volga Theme’ is heard 
by Katya as “A to zpivani! Jakoby nekoho pochovavali!” (all that singing, as if they were 
burying someone there), and she takes on that theme as her own in the final moments 
before her death as she contemplates her fate.
It could also be argued that there is a link between the dotted quaver line of 
‘Bonzo’s Curse’ and the music at 57-1, which leads into the final statement of the ‘Fate 
Theme’ (the repeated ostinato rhythms are reminiscent of ‘Bonzo’s Curse’). Likewise, at 
the end of Katya Kabanova when the triumphant sound of the Volga is combined with 
the repeated ostinati of the ‘Fate Theme’ it seems that this is Janacek’s natural goal -  a 
climax of the synthesis of both themes.
Both composers include other themes within the structure of their operas. In 
Puccini’s case, he includes a theme defined as ‘Father’s Suicide’ which is used in the 
first Act of the opera as Butterfly describes her father’s decision to commit hara-kiri. 
Likewise Janacek uses secondary themes in Katya Kabanova, in particular to 
characterize the young lovers Varvara and Kudrjas (through the use of a folk-like motif).
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and the ‘Oath Theme’ mentioned in Chapter 1, which appears to allude to Puccini’s 
‘Bonzo’s Curse’ theme. However, these are not used extensively in the final act.
The use of two primary themes in both operas is significant, given that both 
composers introduce one of the themes earlier in the opera, and the second in the final 
act for greater effect, and in both cases the manipulation and transposition of the two 
themes is particularly extensive in the final act. However, the use of motives is only one 
element within the analysis of this final act, and despite the obvious similarities in Puccini 
and Janacek’s treatment of their primary motives, this must be considered within the 
overall context of both works.
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Madama Butterfly and Katya Kabanova -  Keys and their Significance
There is a long tradition in music theory in relation to the function of key and key 
symbolism, which dates back to the sixteenth century and beyond. Bach was one of the 
first composers who attempted to demonstrate his view that keys were essentially equal 
in character, scope and potential though his two books of the Wohltempehrte Clavier. 
However, this view was one that was not widely accepted by Bach’s succeeding 
generations -  his descendants were not of the same opinion of him. Hugh MacDonald 
writes:
But the active cultivation by nineteenth-century composers of key 
character and in particular their belief that a statement in, say Db or Gb 
has a special character which would be destroyed if the music were 
transposed to D or G, is in direct opposition to Bach’s evident purpose, 
the Wohltemperlrte Clavier, to demonstrate not the individuality of keys 
but their equality. The theoretical possibility of Gb and the enharmonic 
circuit from flats to sharps or vice versa was known in the sixteenth 
century, yet practical problems of fingering and tuning confined such 
ideas more to the realm of theory than of practice.
MacDonald, 1988, p 222.
MacDonald goes on to say that:
Remote, especially flat, keys were eventually given the attributes of 
sensuousness and mysterious ecstasy. The challenge of “difficult” keys 
had an allure for many musicians proud of their burgeoning skill. 
Profundity and complexity, after all, are often confused. On the keyboard 
these keys have a physical feeling which may be regarded as sensual 
and which, therefore, may have been shunned by composers of a 
puritanical cast of mind.
MacDonald, 1988, p 227.
The issue of key and key colour is a vast subject and it is not possible to examine 
this in detail within the context of this chapter. However, what can be evident is that 
Puccini and Janacek were working with the ideas, styles and historical influences of the 
nineteenth-century hanging over them and it is likely that the concept of key symbolism 
would have been one of great importance and significance to them. When one 
considers the influence of Beethoven’s key choices for his symphonies (No. 3 in Eb
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[Eroica] or No. 6 in F [Pastoral]) and the importance of key for Wagner (C minor being 
his ‘fate key'), Mahler (his spiritual key being Eb, as used at the end of his Symphony 
No. 8) and Strauss (Eb being recognized as his heroic key as exemplified by Ein 
Heldenleben) it would not be unrealistic to suppose that some of the legacy of these 
composers was carried through into the nineteenth century and beyond. In the case of 
both Janacek and Puccini there appears to be a relationship between the dramatic 
action and the key used to characterize it."^
Both Puccini and Janacek appear to favour a select number of keys in their 
operatic writing. For Janacek, it appears that these have special significance whereas in 
Puccini’s case it can only be speculated whether his use of key was a conscious 
decision or not. When identifying the keys used by Janacek and Puccini in their other 
operas, there does not appear to be a consistent pattern. In Puccini’s La bohème, as 
Mimi lies dying the Andante Lento is in Db major, and her death key is that of C# minor.® 
In Tosca, the death key is Eb minor as Tosca commits suicide and the same key also 
characterizes Liu’s death in Turanddi. Eb minor is certainly a dark key, being tritonally 
furthest away from A minor.® In Suor Angelica however, the actual death is a C major 
chord and the opera ends in A major. One could argue that this is because Angelica is 
being received by the Virgin Mary and that the young child that she sees in the moments 
of her death, is in fact her son, which is why the key is so pure.
In Janacek’s case, in The House of the Dead the end of Luka’s monologue 
(which is surely one of the most brutal descriptions of murder in the opera) ends in Ab 
minor. Akulina’s death in Shishkov’s monologue is characterised by they key of F#
 ^ In Appendix 1 details of Mattheson and Schubart’s key descriptions in relation to keys used by Puccini and Janacek in 
their final death scenes can be found.
® Interestingly, Schubart characterises C sharp minor as “repentance, intimate communication with God. This key 
expresses the need for atonement with one’s friends and with those who are particularly close. In its compass lie the 
sighs of discontented friendship and love." Given that Mimi is surrounded by her friends in her final hour, that there are 
"sighs of discontented friendship and love” with her relationship with Rodolfo, It is extremely Interesting that Puccini should 
use this key at this point.
® Schubart’s description of Eb minor is “feelings of the most deepest, most disturbing, anxiety; lethargic despair; the 
blackest melancholy, the darkest disposition of the spirit. All anguish, all trepidations of the shuddering heart can be 
found in terrible E flat minor. If ghosts could speak, they would probably speak In this key.
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minor, and Fllka’s death is in the key of Db minor. In Jenùfa, the murder of JenCifa’s
baby son is characterised by the use of A major, which is ironic considering this was
Mozart’s ‘iove key’. However, in the case of Madama Butterfly and Katya Kabanova,
what can be examined are the keys used in the final death scenes of the two operas,
and how they relate to each other within the context of this final act.
For the purpose of this chapter in order to examine the key choices within the
context of the drama, I have created a broad chart, demonstrating simply the key, the
colour and the operatic events. The key colour is based on Schubart’s theory which is
governed by the sharp-flat principle (keys on the sharp/flat side of C). Schubart
(Schubart cited in Steblin, 1983, p 124) explains this in his introduction to key colours
stating ‘Tender and melancholy feelings [are expressed] by flat keys; wild and strong
passions by sharp keys.” Rita Steblin expands on this statement, writing:
C major, without sharps or flats, is the uncoloured key -  pure, innocent, 
simple. As the number of sharps increases, more vehement emotions 
appear until we arrive at the strongly-coloured, wild passions of B major. 
Similarly, the addition of flats leads to the gravelike, death key of Ab 
major and then to the unnatural, degenerate (like Rinse’s ‘artificial’) Db 
major.
Steblin, 1983, p i  25.
Therefore in order to be able to identify if Puccini and Janacek favour specific key 
colours, I have crudely identified whether the keys used are on the sharp or flat side of C 
and have marked them accordingly.
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Key analysis of Madama Butterfly
Act II -  
second part
Bb minor Flat Opening fanfare to set the scene
Figure 1 Key unstable A 
minor, C minor
Flat Continuation of setting the scene
Figure 2 B -  E major Sharp Represents the ocean and the 
roliing waves
Figure 3 - 6 Key unstable, G as V 
of 0, C as V of F, F 
major, Eb minor
Sharp/flat Orchestral
Figure 3 + 7 Db major Flat Brass fanfare -  full orchestra
Figure 4 - 3 Key unstable -  series 
of dominant 
sevenths, whole-tone 
parallels.
Flat Sailors’ calls
Figure 5 F major/minor Flat Fate Theme is heard in unison
Figure 6 D major Sharp New day is dawning
Figure 7 +6 F# major Sharp Oriental flavour -  morning theme
Figure 8 + 6 Bb major Flat Contrasting key of morning theme
Figure 9 D major Sharp Return to ‘light’ morning theme
Figure 10 Key unstable D major 
-  F#/Gb major D 
major
Sharp/flat/
sharp
Longest orchestral section so far -  
still setting the scene
Figure 11 D major Sharp Statement of morning theme
Figure 13 D minor -V of G Flat Tristan Chord Suzuki wakes up 
Butterfly who having waited ali night 
for Pinkerton, has fallen asleep
Figure 13 + 9 G major -  touches on 
E minor-dominant 
of D
Sharp/flat/
sharp
Butterfly & Suzuki’s friendship and 
understanding of each other.
Suzuki attempts to be positive about 
Pinkerton’s return. Butterfly takes 
her son to bed
Figure 16 G major/D major/ G 
major
Sharp Sharpless and Pinkerton arrive
Figure 18 - 1 E major Sharp Pinkerton tells Suzuki he is not 
ready to see Butterfly yet. Suzuki 
tells Pinkerton how Butterfly 
decorated the room with flowers for 
him
Figure 18 Eb major Flat Suzuki asks “who’s that outside 
there in the garden” -  Kate
Figure 19 Gb major Flat Sharpless and Pinkerton don’t know 
how to respond
Figure 19 + 5 E major Sharp Suzuki asks again “who’s that 
outside there in the garden”
Figure 20 F major -  F minor Flat Sharpless explains that they came 
there early to try and get Suzuki’s 
guidance in their plight
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Figure 21 Key unstable Ab 
minor/Db
Flat Suzuki responds with "how can 1?”
Figure 22 Gb major Flat Trio -  Sharpless, Pinkerton &
Suzuki sing of how they are going to 
resolve the situation with Butterfly
Gb/F# major
enharmonic
transposition
Sharp
Figure 23 A minor Flat Pinkerton sings of giving money to 
Butterfly
Figure 24 F major Flat Sharpless reminds Pinkerton how 
he warned him this would happen
Figure 25 Key unstable F 
major/ Bb major/ D 
major/ E major
Flat/sharp Pinkerton sing of his remorse at the 
situation
Figure 26 Db major Flat Prepares Sharpless to give a 
response to Pinkerton
Figure 26 + 4 Key unstable -  major 
chords rising from Ab 
- Db
Flat Sharpless sends Pinkerton away
Figure 27 Key unstable, Db 
major
Flat Pinkerton’s aria of remorse
Figure 2 9 - 4 C minor Flat Kate asks Suzuki if she will talk to 
Butterfly
Figure 29 E minor Sharp Suzuki says “she’ll weep so sadly”
Figure 31 Key unstable Bb Flat Butterfly calls for Suzuki -  she tries 
to stop Butterfly from seeing Kate
Figure 32 Tremolo D -  
however, ominous 
with whole-tone 
harmonies & Tristan 
chords
Unclear Butterfly thinks that Pinkerton is 
here and looks for him.
Figure 32 + 
10
D minor Flat “Bonzo’s Curse heard”
Figure 33 Key unstable -  
repeated Eb pedal
Suzuki weeps and Butterfly asks 
unanswered questions
Figure 35 Key unstable Eb 
minor, E major, D 
major, C major, Bb 
major, Ab major, Gb 
major, E major, D 
major, 0  major, Bb 
major
Combinati 
on of
sharp and 
flat
Butterfly asks questions, including 
whether Pinkerton is still alive
Figure 36 Key unstable -  
tremolo pedal A 
major
Sharp Butterfly asks “He’ll come, he’ll 
come no more? They have told 
you?” Possibly last glimmer of 
hope?
Figure 37 Key unstable -  series 
of sustained chord 
and augmented
Flat Declamatory vocal line reflects 
Butterfly’s anger at Suzuki’s silence
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triads
Figure 37 + 7 D minor Flat Declamatory vocal line reflects 
Sharpless’s answer that Pinkerton 
will not come
Figure 38 F major, hinting at Gb Flat Sharpless attempts to explain 
situation to Butterfly
Figure 39 F# minor Sharp Butterfly realises that Pinkerton has 
abandoned her and has Kate as his 
wife
Figure 39 + 5 B major Sharp Butterfly solemnly states that there 
must be no woman happier than 
Kate
Figure 39 + 9 Unstable key -  
alludes to chord V of 
B major
Sharp Kate asks if Pinkerton can have his 
son
Figure 4 3 - 5 F minor Flat Butterfly sings “Climb this hill an 
hour from now”
Figure 43 F# minor Flat Butterfly realises he has been 
abandoned and is on the point of 
collapse
Figure 44 Key unstable -  series 
of rising sequences 
based on whole- 
tones
Suzuki attempts to sympathise with 
Butterfly, but she prefers to be alone
Figure 45 Key unstable Ab 
dominant 9*’’ (V of 
Db) acting as chord V 
of Bb, resolving on a 
2"^ inversion chord
Flat Ironic depiction of the joyous 
morning theme
Figure 4 7 - 4 Bb major -  moves to 
Bb minor
Flat Suzuki asks if she should go and 
get the child. Butterfly tells her to 
leave him to play and tells her to go
Figure 47 + 7 Bb/ F pedal Flat Suzuki’s sobs are heard in the 
background -  Butterfly is on her 
own
Figure 51 Bb/F pedal Flat Butterfly is lost in sorrowful thought 
-  Bonzo’s Curse
Figure 52 Bb/F/Bb Flat Butterfly points the knife at her 
throat
Figure 53 B pedal Sharp Butterfly’s cries of "You? You?”
Figure 54 B pedal Sharp Butterfly tells her son she will die 
and he can be with his father. No 
internal struggle -  she has accepted 
her fate
Figure 55 B minor Sharp Butterfly’s final dramatic aria
Figure 56 B/F# Sharp Butterfly kills herself
Figure 56 + 5 B/F# Sharp Knife falls to the ground
Figure 57 + 3 Tremolo F# Sharp Pinkerton cries "Butterfly”
Figure 58 B minor (flattened /^) Sharp Pinkerton and Sharpless rush in to 
find Butterfly’s body
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Broadly, one could summarise that in the final part of Act II there appears to be 
an alternation between sharp and fiat keys in the first section, the fiat key representing 
the ‘Fate Theme’ and the sharp key representing the new dawn and Suzuki and 
Butterfly’s friendship. In contrast, there then follows a series of flat keys as Pinkerton 
and Sharpless arrive and attempt to enlist Suzuki’s help in talking to Butterfly. An 
alternation of sharp and flat keys characterises Butterfly discovering Pinkerton’s situation 
and realisation of Kate’s status and role. Butterfly’s preparation for her suicide is 
represented by a series of flat keys, which include the reprise of ‘Bonzo’s Curse’ and in 
contrast to this, her final dramatic aria and death is accompanied by a harmonic struggle 
between the sharp keys of F# and B minor.
Puccini appears to use alternation of same major/minor keys at specific points 
throughout the final act -  when the fate theme is first heard (an alternation of F major/ 
minor), when Sharpless attempts to get Suzuki to assist Pinkerton in talking to Butterfly 
(F major/minor) and when Butterfly asks Suzuki to go and get Pinkerton’s son (Bb 
major/minor). The contrasting use of major and minor keys as ‘light and dark’ is 
significant as it appears to broadly form the harmonic structure of this final act, and as a 
second layer within the act there are shifts between major and minor within the act itself.
By examining the second part of Act II in detail, it is possible to pinpoint specific 
places where the key has significance in relation to the dramatic pace or purpose. The 
Second Part of Act II opens with a dramatic statement of a motif taken from the 
humming chorus of the previous act, the harmonies are transient, and the opening 
twenty bars make extensive use of a rising sequence, played by the violins, cor anglais, 
violins and oboe. At Figure 1 Puccini strikingly moves the bass and accompaniment in 
parallel dominant ninth chords.
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a tempo
con pass ions
A tempo, Figure 1 +11
Theme B
This theme has significance due to the paraliel dominant ninth chords, as these 
are used extensively during this final act. Accordingly, the harmonic stability is not 
established until the 12/8 at figure 2, some twenty bars later with the introduction of this 
new theme, firmly establishing it in the diatonic key of E major (in total contrast to the 
transient movement of the previous section). Dominant timpani pedal notes throughout 
the section add to the stability
= * f  f f
r T ..
Figure 2 + 20 
Theme C
This diatonic section implies joyfulness -  it is the dawn of a new day, full of 
promise for Butterfly, yet the sense of impending doom has not yet been shaken off. 
The climax of this is a return of the brass fanfares, which leads back into the western 
style motif in to the sailors’ distant calls. These are wordless motifs, split between two 
sections of tenor voices. Pedal notes, played by initially by the lower woodwind, and then 
by the strings provide a quiet, sustained accompaniment. This section forms the 
transition into the second part of the prelude -  the dawning of a new day, and Butterfly’s 
expectations of her reunion with Pinkerton.
However, despite the joyous dawning of a new day, this stands alone as a 
section and at the Andante Sostenuto a new mood begins -  the main motive is based on 
Theme F from the previous section.
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mf.
^  Andante sostenuto, 
Theme F1
While this theme is used in the transient opening of the final act, Puccini attaches 
paramount significance to it in his scoring of it, at this point in the opera. He uses it at 
the point of daybreak, when Suzuki and Butterfly wake up, having spent the night in 
silent vigil, waiting for Pinkerton’s return. Yet the harmonic scoring of the motif, with its 
Tristanesque chording, ensures that the unresolved element gives a sense of yearning. 
This is another technique that Puccini uses throughout this final act, leading Butterfly 
surreptitiously to her death.
Figure 5 7 - 5  
Butterfly’s Death chord
At the Piu Largo, the stage directions instruct that “Butterfly takes the child, seats 
him on a stool with his face turned to the left, gives him the American flag and a doll and 
urges him to play with them, while she gently bandages his eyes. Then she seizes the 
dagger, and with her eyes still fixed on the child, goes behind the screen." This is 
accompanied by a section in B minor, Puccini’s choice of key for the setting of Butterfly’s 
dignified death. The scoring in this passage is unusual, with its walking bass played by 
timpani, cello and bass. The tam-tam and bass drum have a pedal, while the horns 
have sustained repeated semibreves. The cor anglais and violas have a counter­
melody, and the first trombone has a quaver, quaver tied to a crotchet figure, 
syncopated in order to represent the toll of a funeral bell. The fact that Butterfly does not 
sing during this twelve-bar passage is indicative of the mood, as though her feelings
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cannot be put into words -  only music can go some way towards a representation of 
them.
Foiiowing extensive revisions after the first performance, the role of Kate was 
and reduced to a six-bar interaction with Suzuki, and a fourteen-bar conversation with 
Butterfly. Yet the way in which he characterises her is extremely interesting. At Figure 
29 the stage directions state “Kate and Suzuki come from the garden". This follows the 
end of Pinkerton’s aria, ending in Db major. Puccini uses a descending chromatic scale 
to modulate from Db major to a rather unstable G minor, with changing accidentals. 
However, significantly at this point Puccini returns with a motif taken from the very 
opening of the opera and at its original pitch, beginning on 0, to reinforce how Pinkerton 
began Act I, stating that one day he would marry an American wife, and here she is, less 
than five years later returning to claim his child as her own.
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Key analysis of Katya Kabanova
Figure 17 Db major Flat Sets scene at the river Volga
Figure 17 + 6 Db/enharmonic C# Flat/sharp Tichon & Giasha search for Katya (hope at finding her?)
Figure 17 + 12 Db Flat Tichon beats Katya
Figure 18 - 1 0 Db Flat Tichon speaks of his iove for Katya
Figure 18 Key unclear Varvara describing Kabanicha’s treatment of her
Figure 1 9 - 9 Bb minor Flat Kudrjas suggests that they run away
Figure 1 9 - 4 Pedal Cb/Db/Eb Flat Varvara agrees with Kudrjas’s suggestion
Figure 19 Db/F pedal Flat Tichon and Giasha call for Katya
Figure 19 + 4 Db major Flat Love music as Katya thinks of Boris
Figure 19 + 9 Gb major Flat Katya’s thinking of Boris but not at peace with herself
Figure 2 0 - 6 Gb/Db minor Flat
Katya thinks of her 
confession and the lack of 
peace it has given her
Figure 2 0 - 4 Db minor Flat Katya meditates on her guilt
Figure 20 Key unstable -  C# - F#, E, B, G# D Sharp
Kulgin enters -  releases 
dramatic tension
Figure 2 1 - 9
Key unstable Ab, D 
minor, Gb minor, B 
minor
Flat/sharp
Katya says how she feels as 
though she is being laid in a 
tomb -  fate chord in B minor
Figure 21 Key unstable Gb, Gb dom 7*^ , G Flat/sharp
Katya’s sings “Horror and 
darkness and there is some 
noise’’
Figure 21 + 7
Key unstable -  
descending 
chromatic line
Climax of monologue -  
orchestral only. Series of 
triads moving in parallel 
motion
Figure 2 2 - 1 0 Eb minor Flat River Volga -  acknowledged by Katya
Figure 2 2 - 6 Fb major Flat Katya states “as if they were burying someone"
Figure 22 Eb minor Flat
Katya responds to the voices 
saying “1 am so glad when 
dawn finally breaks”
Figure 22 + 6 B minor Sharp Orchestral section -  possibly representing dawn breaking?
Figure 22+ 15 Db pedal Flat “If they would take me and throw me into the Volga”
Figure 23
Unstable key Gb 
major also suggests 
Eb minor
Flat
Katya contemplates the 
possibility of life and death 
singing “but they say live.
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live.”
Figure 23 + 7
Key unstable -  
rising sequences 
from V7 or Eb 
minor
Flat Katya mentions her suffering
Figure 24 Pause on Fb Flat
Halts dramatic tension -  
represents response to her 
question of “how long must 1 
go on suffering”
Figure 2 5 - 6 Eb minor Flat
Katya says “1 don’t feel 
anything any more”. Close of 
the first section of the Act.
Figure 25
Unstable Ab minor, 
Gb suggests chord 
Vof Eb
Flat Katya speaks of her pain
Figure 2 6 - 2 Key unstable, Fb, E -  V7 of B Flat/sharp
Katya considers Boris saying 
“If 1 could only live with him, 1 
might perhaps feel some |oy”
Figure 2 7 - 4 A major Sharp Roving winds that carry Katya’s love to Boris
Figure 27 Eb major Flat Katya then sings of her loneliness
Figure 27 + 5 Key unstable -  moves to A maior Sharp
Boris hears Katya’s voice, as 
she hears his
Figure 28 - 6 Gb major Flat Climax of the lovers being reunited
Figure 28 Key unstable Eb, Gb Flat
Extended love scene 
between Boris and Katya 
(orchestral)
Figure 29 Gb major Flat
Katya questions Boris about 
his feelings for her and 
becomes more confused 
about what she wanted to teli 
him
Figure 30 + 8 Key unstable -  A major, Db major Sharp/flat
Katya suggests that Boris 
should take him with her 
(glimmer of hope?) then 
retracts it (back to 
darkness?)
Figure 3 1 - 9 E major Sharp
Boris sings “I’m as free as a 
bird -1 need not worry about 
myself”
Figure 31 Key unstable -  Ab/Bb pedal Flat
Boris questions Katya about 
how Kabanicha has been 
treating her
Figure 3 2 - 1 3 Cb major Flat
Boris questions Katya about 
how Tichon has been 
treating her
Figure 32 Ab minor Flat Katya realises she is becoming distracted and
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tries to ask Boris a question
Figure 32 + 6 Cb major Flat
Katya sings “1 have been 
ionging for you., and now.. 1 
am seeing you again. Boris 
does not reciprocate Katya’s 
words
Figure 33 Key unstable Ab Flat Chaos in Katya’s mind. Boris tries to leave
Figure 33 + 9 Ab minor Flat Wordless chorus (representing Volga) returns
Figure 33 + 15 B minor/Cb minor Sharp/flat Katya asks ‘What are they singing?”
Figure 33 + 19 Key unstable D minor, F, Bb minor Flat
Finai statement of the Volga 
Theme
Figure 34
Key unstable, F 
minor -  A minor, 
Ab, A minor
Flat Boris says farewell to Katya
Figure 35
Key unstable Ab 
major. Then major 
to minor shift
Flat/sharp/flat
Katya’s death - she sings of 
the flowers that will grow on 
her grave and the birds that 
will fly over it (light) then she 
iumps into the Volga (dark)
Figure 36
Key unstable pedal 
F bass/G major 
chords
Sharp "A woman has jumped into the river” -  frenzied waltz
Figure 36 + 14 Key unstable Db/Eb pedal Flat
Volga Theme/Fate Theme -  
Tichon accuses his mother of 
driving Katya to her death
Figure 37 + 4
Key unstable Eb 
major, B major as 
chord V of E
Flat/sharp
The Volga Theme/Fate 
Theme
Possibly the Volga 
triumphant?
Figure 38 -1 Bb minor Flat
Dikoj places Katya’s body on 
the bank. Kabanicha gives 
her statement of thanks
Figure 39 Bb minor Flat Orchestral Prestissimo version of Fate Theme
Figure 40 Bb minor Flat
Final statement of Fate 
Theme combined with Volga 
Theme. Climactic finish.
The key analysis of Katya Kabanova provides some extremely interesting 
insights. Despite the crude format of identifying whether a key is simply ‘flat’ or ‘sharp’, it 
demonstrates the careful way in which Janacek has constructed this final death scene. 
There are fourteen sections where Janacek uses ‘sharp’ keys, all of which can be 
justified in terms of the drama - for example, where Boris sings that Katya does not need
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to worry about him (E major) this is a sharp key amongst the flat keys that surround it 
(Db, Ab, Bb). The only exception to the rule is Janacek’s use of B minor; although when 
he uses this key it is primarily in conjunction with the ‘fate chord’ and this may be in 
order to draw attention to it, given that the death scene uses keys that are predominantly 
dark. It is also interesting to note that as was the case with Puccini; Janacek alternates 
the use of major and minor keys within the act. The first is Gb major and minor when 
Katya is thinking of Boris and how her confession has not given her any peace and the 
second is when Katya sings of the birds that would fly over her grave when she is dead 
-  both of these times are at significant dramatic points in this final act.
Janacek introduces the wordless chorus at the Adagio, (Figure 21+9) the distant 
voices sounding like a funeral procession, beckoning Katya to her death. The use of Eb 
minor at this point is extremely significant as it is tritonaiiy furthest away from A minor 
(the ‘purest key’, with no sharps or flats). Eb minor is clearly a favourite key for Janacek 
(his piano sonata, also on death is written in the key of Eb minor). By choosing this key, 
Janacek plays on prior associations with death in the musical subconscious through his 
consistent use of specific keys. Therefore, even before the dramatic purpose of the 
motif is established (through repetition); Janacek has planted the concept that the motif 
is one of death.
Janacek’s use of A major for the section where Katya sings of the roving winds 
that will carry her sadness to Boris is another point within the act where Janacek 
stabilises a key. Given that the fundamental construction of Janacek’s mature style (in 
the basic sense), consists of the layering of a number of themes and motives, this type 
of composition does not necessarily lend itself to periods of clearly-defined tonality. In 
this sense, this is where Puccini and Janacek differ, as Puccini favours arias (for 
example, the trio Chi sia? Oh!sung by Sharpless, Suzuki and Pinkerton that lasts for 34 
bars, and is a complete harmonic unit based in Gb major) within the bigger operatic
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structure. Puccini’s arias are frequently taken out of their operatic contexts and 
performed at concerts alongside other operatic choruses, whereas this would not be 
possible with Janacek’s operatic works, given that his compositional style does not lend 
itself to this. Janacek’s motifs and his iess diatonic styie of composition mean that when 
he does stabilise in a specific key, despite it only being for a limited number of bars, it is 
in order to fulfil a definite purpose or function.
Puccini tends to carefully prepare modulations using dominant sevenths or ninths 
in order to move from key to key, whereas Janacek favours the use of pedals and 
sequences in order to modulate. Interestingly, whilst one would expect Janacek to use a 
smaller selection of specific keys in comparison to Puccini, this is not generally the case. 
He tends to use darker keys and the ones conspicuous by their absence are C major 
and C minor. Puccini also avoids such ‘pure keys’. However, both composers show a 
preference for B minor -  for Janacek it is his ‘Fate Theme’ key and for Puccini it is the 
key that he uses to characterize Butterfly’s death.
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The Moment of Butterfly’s and Katya’s Death
Butterfly’s decision to commit hara-kiri is implied from Act i where she shows her 
father’s dagger to Pinkerton. The exact moment where Butterfly drives the dagger into 
her throat is represented by a passage in which the combined woodwind, strings, horns 
and trumpets play a fortissimo unison C#, reinforced on the 2"  ^ beat of the bar by the 
death chord (B, C#, E, G, A). These Tristanesque chords have been used extensively 
throughout the final act in order to suggest Butterfly’s impending fate. On the third beat 
of the bar, Puccini uses a resonating gong to reinforce Butterfly’s eastern heritage; the 
sound here being based on Japanese temple music, with the strong use of percussion 
and harsh tones of unison brass reflecting her oriental roots. The stage directions 
instruct Butterfly to appear in a white gown, which could represent the one worn on her 
wedding day to Pinkerton. However, the effect of this is a symbolic representation of the 
Japanese flag’’ with the red circle of her blood standing out against the pure white of her 
gown.
I— 3
poco lit  -  1—3
IP
Figure 56 + 3, Death Chord
Pinkerton anxiously calls “Batterfly! Batterfly! Batterfly!” {Butterfly! Butterfly! 
Butterfly!) from behind the scenes on a high F# - this is the middle of the range between 
the low pedal F# and the violin tremolo two octaves to an octave above Pinkerton’s line. 
The use of Butterfly’s whole tone phrase from her aria Lin be! di symbolises Pinkerton’s 
eventual return to her at her death and unison trumpets and trombones thunder out this 
repeated theme twice.
 ^Butterfly gives her son a Japanese flag to play with during this final act.
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Pinkerton
Bat ter Batt(
AHargando, Figure 57 
+ 3
Theme E2
Batteifly!
The dying Butterfly weakly points to her son as the orchestra blazes out {tutta 
forza) the dance rhythm of her second aria, Che tua madré. This surpasses the 
shattering irony of the situation - in her original aria she told her child that she would 
rather die than return to her former profession of a geisha, and this is now reinforced at 
her death. The scoring of this is close to Japanese temple music, with the entire 
orchestra playing in unison, complete with timpani, tam-tam, cymbals and bass drum.
|#B 'f f  f-f-f 1 i t r  r '"1 . a  ^
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Andante energico, 
Figure 58
As Garner (Garner, 1958, p 428) says “the choice of reminiscences for the very 
last scene, unlike that for the close of Tosca, is dramatically relevant and true.” The 
‘Fate Theme’ and ‘Bonzo’s Gurse’ are used extensively as a reminder of the events that 
have led to her death. The insertion in the closing bar of the note G into the B minor 
tonality has a cataclysmic effect, as the ear expects a resolution of the chord in B minor. 
However, the preceding F prepares the ear, and is then replaced with a chord of G major 
instead, which is at odds with the listeners’ expectations.
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Ending Act II, Part
Last two bars
Sharpless and Pinkerton are left on stage -  Pinkerton sobbing at the realization 
of what Butterfly has done and the realisation of his part in it all, and Sharpless 
attempting to comfort the child, who is oblivious to the actions of his mother -  he is too 
young to understand.
In the same way as Butterfly, there is a change of thought at the Lento in Katya’s 
monologue, where she begins to consider her death. She mentions the little birds on the 
ground and the flowers that will grow on her grave, and the trills in the violin and wind 
lines represent these. At this point, the timpani enter with a repeated quaver ostinato on 
Ab, almost as though its piano dynamic is the calling of the funeral drums in the 
background.
Katya
Ptàc ci
3
Lento, 
Figure 35
Theme L
The scoring at this point is extremely thin with the melodic line being played by 
the first and second violins and doubled by the two clarinets. Sustained notes from the 
violas and cellos provide an accompaniment, whilst the ostinati timpani pedal has an 
ominous effect.
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Figure 36 - 1  
Death Chord
The phrase rises from Ab to Eb (a fifth), then down a sixth to G, down a third to 
Eb and down a tone to Db as Katya sings “A treba umfit!” (“and I must die”). The chord 
at the actual point of her death is extremely important; as it is at this point that the 
significance of the major seconds which have been underlying the second part of 
Katya’s monologue are heard in full in the mighty tremolo pause.
The death is swift and sudden -  only one bar, and Janacek does not allow the 
audience time to pause to take in the realisation of Katya’s actions as the con moto 
drives the music forwards. Kuligin is the one to break the news with “Nëjaka zenska 
skocila do vody!” (a woman has jumped into the river), the dramatic off-beat s/crotchets 
punctuating through the texture. The tremolo pedal bass at this point remains constant 
for six bars, and the fp dotted minims with their trills are taken from Katya’s depiction of 
the birds flying over her grave. However, rather than the melodic line of the last two 
notes descending, at the actual death point Janacek inverts this to become a rising 
tremolo figure, adding to the dramatic tension of the moment.
It is at this stage in the proceedings that Tichon partly redeems himself through 
suggesting that he rescue Katya. Unsurprisingly Kabanicha stops him from following 
this through, telling him “Staio by za to sebe znicit” (she’s not worth the danger you’re 
running) and in retaiiation he cries “Vy jste ji zahubila” (It’s you who killed her) to the 
dramatic sound of the ostinato figure. This is the first and oniy time in the opera that 
Tichon stands up to his tyrannical mother. Marsh says:
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His recognition that a crime has been committed is an 
acknowledgement of the corruption of the system that has produced 
him. Here lie the seeds of hope for social change.
Marsh, 1982, p 43.
Kabanicha responds with “Co ty? Nejsi pfi smyslech? Nevis, s kÿm mluvis?” 
(What, are you out of your mind -  don’t you know who you are talking to?) The timpani 
hammer out the fate theme, doubled by trombone and tuba sustained notes, and there is 
a frenzied series of rising scalic passages that lead up to the climax of the fate theme. 
Janacek scores this section for two piccolos, two trumpets and second violins in unison, 
the combination of which gives an eerie timbre and texture of sound.
Despite the somewhat romantic and symbolic nature of her death, the fact that 
Katya’s body is brought out of the Volga, ensures that the realist element of the opera is 
reinforced. Up until this point her death represents an escape to a better worid, yet the 
brutality of her corpse lying on the river bank is a jolt back to reality. Katya is 
transformed from a human being into an object, as the community gathers round and 
Kabanicha reasserts her power. When Tichon finally confronts his mother, blaming her 
for Katya’s death, she gives a strident response, mirrored by the trumpet.
Tichon collapses, weeping over the corpse, and there is a brief moment of peace 
as a solo oboe adopts the melody of his grief and pronounces Katya’s elegy -  three 
phrases, eloquent, but desperate and inconclusive. The opera does not end with this 
attempt to bequeath the death of one woman with significance. The oboe phrase dies 
out; the orchestra gradually alters its inflection; and the stage action ends in the obscene 
resumption of merchant power. Kabanicha continues to belittle Katya even after death, 
thanking the boatmen with a ceremonious bow. She sings to them in a sanctimonious 
tone “Dekuji vam, dobn lidé, za usluznost!” (thank you, thank you, my good people for 
your kind services.) This is reproduced as a kind of chant taken from the fourth bar of 
the Aeolian oboe theme. As Ewans writes;
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The end is abrupt and brutal. We have heard first the triumph of 
Kabanicha, then that of the river which has possessed Katya’s mind and 
body, then of a sudden, empty silence. Katya has been gradually swept 
away from us in the victorious assertion of the ostinato, a violence which 
closes off the opera complete by its reprise of the two reiated main 
themes of the prelude. There has been no advance -  as the almost 
arbitrary conclusion insists. Normality has been restored. And the world 
of the opera withdraws from us with grim finality.
Ewans, 1977, p 135.
It is interesting to note that the pitch of the chord used at the exact moment of 
Butterfly and Katya’s death has strikingly similarities. Butterfly’s death chord consists of 
B, C#, E, G, A within the context of B minor and Katya’s is Fb (enharmonic E), B, Bbb 
(enharmonic A), Db, G, although the Db/Bbb rise in thirds to the Cb/Eb with the Fb as 
the bass note is extremely ambiguous in terms of key. However, Katya’s death chord 
has an added Db and Eb in relation to Butterfly’s death chord.
Butterfly’s Death Chord Katya’s Death Chord
I am not suggesting that Janacek was alluding directly to Butterfly’s death chord in his 
portrayal of Katya, as the chord must be examined within the context of the keys that 
surround it and Puccini and Janacek have contrasting approaches. However, it is still 
interesting and relevant that at this dramatic point within the opera, the pitches of their 
death chords should be so similar.
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Melody and Dramatic Pace in Butterfly and Katya's death scenes
Puccini’s and Janacek’s treatment of melody in the final acts of Madama Butterfly 
and Katya Kabanova is possibly the one element that defines clearly the differences in 
styles between the two composers. Janacek favours the use of short motives and 
themes, whilst Puccini uses his famous be! canto aria style to characterise the actions 
and emotions portrayed on stage. Despite their contrasting styles, the purpose and 
function of melody in this final act is of extreme importance in relation to the dramatic 
pace of the operas, as it ensures the emotional drive of the opera is capitalised upon. 
Both composers achieve this through sectionalising their music, contrasting the 
preceding or following section in terms of key, melody or motive in order to control the 
dramatic pace.
Both Puccini and Janacek are masters of combination and juxtaposition of styles 
and scenes. In Puccini’s case this is evident even from the beginning of the opera 
where he contrasts Pinkerton’s opening music (a quasi-baroque fugue) with the more 
oriental style and scoring of music representing Butterfly’s eastern heritage. The climax 
of this opening act is where these varying themes are combined with a representation of 
Butterfly’s relatives through eastern styies and scoring of music alongside Sharpless’s 
and Pinkerton’s Western style.
However, in Butterfly’s death scene, by contrasting the drama with her own 
internal conflict alongside Pinkerton’s remorse and the dutiful Suzuki and Sharpless, 
Puccini ensures that the drama is varied. Had Puccini written an entire death scene that 
capitalised on Butterfly and her fate, this would have made the opera over-indulgent 
(something which Janacek also avoids). By breaking it down into sections which come 
together at the end of the work, this ensures that the tension of the dramatic pace is kept 
until the final moments of the opera, where the climactic finish is a release from all that 
has gone before.
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An example of Puccini’s ability to sectionalise his operatic writing is at the 
beginning of Act II. It is interesting to note that in the original version, the beginning of 
the Second Part of Act II was played before the open scene, where according to Garner:
It expressed the warring emotions in Butterfly’s troubled mind during 
the long hours of her solitary vigil, visions of the past, present and 
future mingling in her fantasies as in a dream.
Garner, 1958, p 427.
He continues, saying that this is one of Puccini’s most ambitious essays in 
symphonic writing, and was intended to be recognised in two parts, the first of which 
represents Butterfly’s confused state of mind, deftly connecting reminiscences through 
the use of motives and themes, and the second being a 12/8 section intended to 
represent Butterfly’s visualisation of Pinkerton returning to her across the ocean.
Tenors L
Tenors IL
. „ Un poco meno
---------------
.. ---------
Oh eh! oh eh! >  Oh eh! oh eh! poco ra il
L ---------
Oh eh! oh eh!
^  —- .... ' 7^
P P  /
------ —
Un Poco 
meno
Figure 4 + 6 
Theme D
The purpose of the dominant-ninth sailors’ calls was to act as a transition from 
Butterfly’s state of mind to that of the present day and the breaking of the dawn and the 
arrival of Pinkerton’s boat. This leads directly into the first main aria of the Second Part 
of Act II - the Andante calmo, sung by Butterfly and Suzuki. Both have waited up all 
night for Pinkerton’s return, having seen his ship in the harbour, and eventually, 
overcome by exhaustion, they fall asleep. Suzuki wakes up with a start, and wakens 
Butterfly, who confidently states that Pinkerton will come. This aria is a lullaby and to
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reflect this, the melody is simple, with triadic harmonies and a pedal perfect fifth in the 
bass line. She sings this to her sleeping son as she takes him to bed.
Butterfly Figure 14 + 3
Butterfly
Dio
This melody in turn leads into the Largo where Puccini introduces his second major 
melody, as Pinkerton and Sharpless arrive. This contrasts with the first, given that the 
orchestra have the melodic line, whilst Suzuki, Pinkerton and Sharpless have fragments 
of text, which rhythmically mirror the phonetic sounds of the words.
Suzuki
Largo, Figure 16 + 1
s.
This interchange between the three characters leads into the third main aria of 
the Act at the Largo (Figure 22). Here Sharpless begins an aria, which rapidly becomes 
a duet with Pinkerton entering 8 bars later. This develops into a trio when Suzuki enters
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some six bars later. Interestingly, it is Sharpless who begins with the dominant line, but 
this is taken over by Pinkerton (and Sharpless accompanies until Suzuki’s entrance). At 
this point, each line becomes of equal importance, despite their three internal conflicts -  
Suzuki singing of dismay at being asked to be the one to break the news to Butterfly, 
Pinkerton when he realises the extent of Butterfly’s feelings for him, and Sharpless citing 
the practicalities of telling Butterfly and departing with the minimum amount of disruption. 
This beautiful melody in Gb major, with a triadic walking bass line is typical of Puccini’s 
operatic writing, and these thirty bars of pure melody contrast with the more speech-iike 
interaction between Sharpless and Suzuki that precedes it, and the dialogue between 
Pinkerton and Sharpless that is to follow.
Suk.
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Largo, Figure 22 + 26, 
Theme J
The climax point at bar 23 -  7 is engineered to ensure that the fortissimo (with 
Pinkerton’s high Bb) wakes Butterfly from her sleep. It is a section which is very much 
self-contained, beginning with a minim Db (dominant), which leads neatly into the key of 
Gb.® Gb is a significant key for Puccini -  following Butterfly’s dramatic off-stage 
entrance in Act I, the aria which follows is in Gb major. Butterfly’s aria Un bel di is also 
in Gb major, as is this trio in the final act, which has huge dramatic significance. The trio
® Hugh Macdonald has identified that certain pieces in Gb major have a persistent haunting quality which is at least in part 
attributabie to their key in his articie “Gb”.
207
ends with Sharpless carrying an enharmonic F# (Gb) through into the following passage 
in A minor.
The next passage of melody is Pinkerton’s aria (Figure 26 + 8). Puccini wrote 
this following the disastrous first performance in order to make the character of Pinkerton 
more acceptable to American audiences through the realisation of what he has done. 
This is the only section where Pinkerton shows true remorse for his treatment of 
Butterfly, and this is done through the way Puccini knows best -  the tenor aria Addio 
fiorito as//. This aria is written in Db major and is almost stand-alone in its construction 
within the act as a whole.
Pink.
0 fio-ri-toa - silAd - di
iîp
Andante 
Figure 26 + 8 
Theme M
The final aria is sung by Butterfly at the end of this final act, as she says farewell 
to her son. This is hugely dramatic and shows off Butterfly’s wide vocal range with 
octave leaps and high top As. The pedal bass line has a funeral-like toll to it, with heavy 
octaves and triadic arpeggios as the accompaniment.
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Theme N
The music that follows (as Butterfly takes the dagger) is based on a series of 
chords, with a syncopated pedal B that imitates the funeral toll heard at Figure 55. The 
ostinato tonic/dominant bass line and the Più largo tempo marking give a solemn 
progressive feel to the music, as though Butterfly is slowly walking towards her death. 
This is followed by the sudden dramatic dotted quaver/semiquaver movements and the 
death chord before a series of diminished sevenths over F sharp lead into the whole- 
tone motif from Lin be! di. The opera ends with the geisha theme being thundered out in 
unison by the orchestra.
This final part of Act II demonstrates Puccini’s mastery of aria writing, and yet it is 
contrasted with sections of music that are almost recitative-like in their nature (for 
example. Butterfly’s questioning of Kate, and Suzuki, Pinkerton and Sharpless’s 
discussion over how to talk to Butterfly about her child’s future). By alternating melody 
with fragments of motifs, Puccini ensures that the music does not feel as though aria 
follows aria -  the dramatic pace of the final act is controlled, leading to the fantastic 
climax of Butterfly’s final aria and her subsequent death.
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Janacek’s treatment of melody in this final act is not dissimilar from that of 
Puccini, although his use of melody is not as extensive; the construction of the act being 
based primarily on a series of motives. As a result, when Janacek does incorporate 
melodies within Katya’s death scene they are all the more poignant and significant. As 
was the case with Butterfly’s death scene, Katya’s monologue in the final act could have 
become emotionally harrowing for the audience, and by sectionalising it and including 
short orchestral passages, Janacek gives time and emotional space for the audience to 
deal with the dramatic pace.
The primary melody in the final act is heard at the point where Katya and Boris 
are reunited as lovers. The orchestral line builds up to the most tremendous climax, with 
horn triplets driving the music forwards:
.Boris
Lento, Figure 27 
+ 14
Theme K
There here follows the extended love scene between the two. Katya dominates it 
from the beginning, yet most of Boris’s music is an extension of Katya’s -  as though to 
imply that he is nothing without her. However, this is punctuated with ominous 'fate 
chords’, clashing major seconds and semitone discords, as though to suggest that 
although they may think that they love each other, there is no future for their feelings.
ironically, as was the case with Pinkerton’s aria, this so-caiied love duet between 
Katya and Boris is based around D flat major. Jenny Kallick (Kallick, 1997, p. 229)
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suggests that this is a point in the opera where Janacek’s use of traditional operatic 
conventions (of the two lovers parting) weakens the sense of realism in the scene, as it 
is evident from Boris’s actions that he does not care enough for Katya to elope with her, 
nor rescue her from the beatings of her husband. However, the amorous music 
suggests that there is strength of feeling on both parts and there follows here an 
orchestral interlude of thirteen bars, as though Katya and Boris’s emotions can be 
portrayed more effectively through music than words.
Following this, Katya begins her request that Boris should give alms to beggars 
as he passes and Boris simply goes on to say “Ô kdyby vëdëli, jak tëzko se loucim!” (If 
they knew how difficult is this parting). This is repeated three times, each time 
decreasing in range and volume. After the first phase, his vocal line is lost in the 
orchestral texture, suggesting that he has neither emotional attachment nor difficulty in 
parting from her. His final statement is accompanied by the ‘Volga Theme’, as though 
he has become one with it, and he leaves Katya completely.
Following Boris’s departure, like Butterfly, Katya sings one final melody before 
her death
Katya
Lento, 
Figure 35
It is evident that her mind is made up by this point in the opera, and Katya knows 
that her death is not far away. The trills in the wind line represent the birds flying over 
her grave, and like Puccini’s final death scene, the pedal Ab quaver line, has an 
ominous, almost funeral bell-like function. Her melodic line becomes more fragmented 
until finally, she throws herself into the Volga to the accompaniment of the death chord.
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There then follows the most dramatic meiody in the opera -  an accumulation of the Fate 
Theme alongside the Volga Theme. This ostinanto pattern is repeated and extended, 
and because of this, it almost stands as a melody in its own right (rather than as a series 
of motives as previously heard).
Soprano
Maestoso, 
Figure 40
As is the case in Madama Butterfly, the dramatic music heard after Katya’s death 
reinforces all that has lead up to her suicide, offering and in this case offers no 
redemption to Katya or the townsfolk who stand over her lifeless body.
Puccini and Janacek have contrasting styies of meiody writing within the operatic 
genre. Puccini’s arias demonstrate the mastery of his skill in writing lyrical melodies, 
whereas Janacek’s music is primarily constructed from themes and motives. In 
Janacek’s case his motives tend to be based on his concept of speech melody, in that
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the phonetic sounds of the words determine the pitch of the notes. This is 
compositionaily more advanced than Puccini’s recitative-type vocai lines above an 
orchestrai meiody, but when both composers alternative this with the use of melody, it 
controls the pace of the opera to great effect. By sectionalising the music within the two 
finai death scenes to alternate recitative-type speech with meiody, both composers are 
able to keep the dramatic pace and tension of the operas, through to the climaxes of 
Butterfly’s and Katya’s death and beyond.
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Butterfly’s and Katya’s relationships with other characters In their death scenes
Madama Butterfly is conceived as a monodrama -  the tragedy is soieiy that of 
Cio-Cio-San, and is demonstrated most poignantly in the finai act where the drama is 
centred on and around her. The character of Suzuki has special significance in this final 
act as she represents the bridge between Sharpless, Pinkerton and Butterfly - it is in this 
finai act that her character develops to its full potential.
At the beginning of the opera, Suzuki’s role was subservient, reflecting her 
position as the servant selected for Pinkerton’s new wife. Yet as the years pass by, her 
confidence grows, as does Butterfly’s reliance on her -  they have starved, lived in near 
poverty and shared the years of waiting for Pinkerton’s return and during this time her 
status has shifted from that of employee to Butterfly’s friend and companion. She says 
to Butterfly at the beginning of Act II, Part I “Mai non s’è udito di straniero marito che sia 
tomato ai suo nido?’’ (Will he come again? I never heard as yet of foreign husband who 
did return to his nest.) Butterfly defends Pinkerton, saying “Ah! Tad! o t ’uccido’’ (silence, 
or I’ll kill you.) Yet, it appears that she herself realises that this is not a satisfactory 
response, as she follows this with an attempt to try to convince Suzuki that he will return 
to them. This demonstrates a dramatic shift in the relationship between mistress and 
servant if Suzuki feels able to ask such questions of Butterfly.
This change is reflected in the dramatic contrast of Suzuki’s singing role. In the 
first act she has little more than two lines where she addresses Pinkerton “Sorride 
Vostro Onore? II riso è frutto e fiore. Disse il savio Ocunama: del crucci la trama 
smaglia II sorriso.’’ (You honour us with a smile! A smile is like the fruit of a flower. Thus 
spake the wise Ocunama: "A smile will unravel all your sorrows. It frees the Pearls from 
their shells; it opens to man the portals of Paradise. The Perfume of the Gods... The 
Fountain of Life." Thus spake the wise Ocunama: "A smile will unravel all your 
sorrows.") This is said in response to Pinkerton’s smile when he is introduced to her.
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In contrast to this, during the final act her singing role is much greater -  the 
climax of which is lo so...che alls sue pene, where she sings alongside Pinkerton and 
Sharpless, her melodic line being treating as equal to them both. Her confidence has 
grown, demonstrated in the way she questions Pinkerton and Sharpless so directly with 
“Chi c’è là fuori nel giardino? (Who is that outside there in the garden?) in reference to 
Kate and “E volete ch’io chieda ad una madre...” (Can you ask me to go and tell a 
mother...)
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During the final scene Suzuki’s role becomes that of a mother-figure. She is 
responsible for breaking the news to Butterfly about Pinkerton’s return and request to 
take his son, despite Butterfly turning on her and renouncing her as a “vespa!” (wasp). 
She promises Kate that she will tell Butterfly that Pinkerton wants to take his son back 
with him, and she is Butterfly’s support at the Allegro molto, where she is on the point of 
collapse.
In contrast to this, the interaction between the characters of Butterfly and Kate in 
the final part of Act II is extremely brief. Butterfiy asks Kate three questions: “Chi siete?’’ 
(Who are you?) “Perché veniste?” (Why have you come here?) “Perché piangete?" 
(Why are you weeping?)
Butterfly P Cm ne - te? Figure 33 + 13
It is presumed that this last question is directed at Kate, given that there are no 
stage directions to indicate anything to the contrary. However, Kate does not respond to
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any of Butterfly’s questions and the bar’s rest between each adds to the dramatic effect. 
It is left to Suzuki to explain the situation.
The second and final interaction between the two ‘wives’ is where Kate asks her 
“Potete perdonarmi, Butterfly?” (Ah, can you not forgive me, Butterfly?) to which Butterfiy 
responds with “Sotto il gran ponte del cielo non v’è donna di voi più felice. Siateio 
sempre, non v’attristate per me...” (‘Neath the blue vault of the sky there is no happier 
lady than you are. May you remain so, nor e’er be sadden’d through me.) However, it is 
then evident from Kate’s next statement of ‘‘Povera piccina!” (Poor little lady!) ‘‘E II figlio 
la darà?” (And can he have his son?) that she is really only interested in finding out 
whether they can return to America with Butterfiy’s child.
Po - Figure
43 - 9
There are no signs of remorse from Kate and she makes no promises directly to 
Butterfly that she will look after her child well (only to Suzuki, earlier on in the act). 
Throughout both conversations. Butterfly appears detached -  she shows no jealousy of 
Kate, and no curiosity as to how their marriage came about -  it as though she is ai ready 
resigned to the situation (made ciear from the limited range of her melodic line, and 
repeated, measured tripiets/tripiet quavers).
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Despite Suzuki’s role of confidante and friend to Butterfiy, she is absent at the 
point of Butterfly’s death -  her final role is to push the child on stage towards his mother 
as Butterfiy prepares for her ceremoniai death.
Pinkerton and Butterfly do not meet until the final moments of the last act. In 
Pinkerton’s aria of remorse he sings “ah! Non reggro a! tuo squaüor! Fuggo, fuggo, son 
vii!” (I cannot bear to stay! Like a coward, ah! Let me f!y” and the stage directions 
indicate "he wrings the Consui’s hand, and goes out quickly by the door on the right: 
Sharpless bows his head sadly”. Pinkerton is aware of the pain and damage that he has 
caused Butterfly, yet he acknowledges that he is too much of a coward to be abie to face 
her and apologise, leaving Sharpless to deal with this. Even the curiosity of wanting to 
see his child is not enough for him to face Butterfly, and it is only after she has stabbed 
herself and the sword has fallen to the floor that Pinkerton and Sharpiess rush in. The 
stage directions indicate: “Pinkerton fails to his knees and Sharpless takes the child and 
kisses him, sobbing”. It is significant that it is Sharpiess who comforts the child, 
Pinkerton thinks only of himself and his feelings of guilt and sorrow at the end. Ironically 
it was his desire for the child that induced him to return, yet the father-roie at this point is 
taken on by Sharpiess.
However, foliowing Pinkerton’s introduction at the beginning of Act I, the drama is 
almost wholly centred on Butterfly throughout the opera. There are no scenes involving 
Pinkerton meeting his new wife or Suzuki’s life outside that of being Butterfiy’s servant -
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the characters are shown in relation to how they react and relate to Butterfly. This gives 
added intensity, as there is no release from Butterfly’s drama through interaction 
between other characters, and her eventuai fate is therefore capitaiised on throughout 
the opera.
The reiationship between the characters in Katya’s final death scene is complex. 
Structuring the opera in segments at the beginning of the finai act aliows Janacek to 
contrast the drama of Katya’s disappearance with that of the two young iovers Varvara 
and Kudrjas who decide to ieave their birth town and run away to start a new iife in 
Moscow together. Janacek cleverly uses this at this specific point in the opera to make 
the comparison between the two iovers with their whole lives in front of them, with the 
freedom to make choices in reiation to the strict way in which Katya is treated, with a 
husband who beats her and a mother-in-iaw who rules the family in a tyrannical way. 
Varvara was the one that encouraged Katya to meet with Boris and yet in the finai act 
she leaves her, to elope with Kudrjas, their departure providing a giimmer of hope that 
they wiii have a happier iife than Tichon’s and Katya’s. This is characterised with the 
whole-tone folk-like melody:
Allegretto /J>. =ss]
mBarbara
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Following Katya’s disappearance, both Glasa and Tichon both look for her and 
Katya’s motif develops from the triplet line, heard in thirds and rising a semitone through 
to the full motif with its interval of a major third, fourth and fifth. This is first sung by 
Glasa and imitated by Tichon, as if to demonstrate the fact that he does not call out his 
wife’s name first -  it is up to the servant to look for her. Kuligin makes a brief entrance in 
the final act singing a whole-tone descending and ascending scale motif as he returns 
home, drunk. However, Katya makes no reference to him and carries on with her 
monologue -  his appearance is merely a momentary diversion.
The progressive motifs that represent the River Volga finally result in the river 
becoming a character in its own right in this final act. It is significant that when the 
‘Volga Theme’ is heard in its entirety, Katya imitates it through her melodic line, as 
though she is joining in, albeit delayed by a triplet semiquaver, suggesting at this point 
that she has finally become one with the Volga.
Adagio, J = 58
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The climax of the Act at this point is Boris’s entry. Katya has been singing of 
him, wishing that he was near and then he answers her. This is typical of Boris’s music 
-  Janacek does not allow him to have any motifs that could be termed his own -  his 
music develops from Katya’s and this is certainly case with the triplet motif, which he 
imitates in response to hers.
i— 3I 3
O - se! Ach,
Boris
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I—3I------3
Figure 27 
+ 7
This builds up into a climax, where their lines are both sung in unison, as they sing 
“Pfece te jeste vidim” (So I see you again after all my dear), followed by a short 
orchestral prelude, as though to represent in music what cannot be said in words. 
Boris’s melodic line remains subservient and responsive to that of Katya’s up until the 
point where she bids him farewell. Interestingly at this point, his melodic line becomes 
that of the ‘Volga Theme’ as he sings “Ô kdyby vëdëli, jak tezko se louciml” (If they knew 
how difficult Is this parting). Ironically, it is obvious that Boris has no wish to elope with 
Katya -  he does not mention the possibility of his leaving with her to Siberia, nor of his 
rejecting his uncle’s money in favour of being with her. He is weak-willed, and this is 
reflected in his melodic line. Fragments of this final sentence are heard as an echo, but 
they become overshadowed by the ‘Volga Theme’ which Katya hears more clearly.
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The final character In the death scene is that of Kabanicha. She appears only 
when Katya’s body is pulled out of the Volga and despite Tichon accusing her of being 
responsible for Katya’s death (which partly redeems him) she is a true representation of 
tyranny, refusing to acknowledge any part in the tragedy, and thanking the townsfolk for 
their kindness. Her vocal line is in unison with the ‘Fate Theme’ reinforcing her role in 
Katya’s suicide.
Parallels can be drawn between Madama Butterfly and Katya Kabanova In terms 
of their relationships with other characters within the opera. The similarities between 
Pinkerton and Boris are evident. Both men are weak-willed and have questionable 
morals, and whilst Pinkerton’s character is far more extensively developed that Boris’s, 
neither acknowledges the chain of events that he has been a part of. In Pinkerton’s 
case, he is so weak he cannot face Butterfly and sends both Sharpless and his new wife 
Kate to discuss the future of their son on his behalf. Boris leaves Katya to her fate, 
despite knowing that her husband has beaten her as a result of their relationship, and 
knowing that her place within society is irreparably damaged.
The primary difference between the death scenes of the two operas in relation to 
their heroines’ interaction with the other characters is that in Madama Butterfly the entire 
drama is centered around Cio-Cio-San. In order to break the intensity of the drama in 
Katya Kabanova, Janacek has the sub-plot of the relationship between the two young 
lovers Varvara and Kudrjas. This cruelly opposes the society in which Katya finds 
herself, and whilst providing a sense of release in this final death scene, it demonstrates 
all the more clearly the differences between the generations.
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Puccini’s and Janacek’s attitudes towards death
It is possible that Puccini’s and Janacek’s own feelings towards death (if only on
an unconscious level) may have had some influence on the way that the two composers
portrayed the final moments of Butterfly and Katya’s operatic lives. In order to gain a
greater understanding of their attitudes towards death, any evidence of their experiences
and associations should be taken into consideration.
Limited information has been published in relation to Puccini and his thoughts on
death. It was known that as he aged, his mentality towards his health approached that
of a hypochondriac, and he began to imagine that he had a variety of different ailments.
In his later years, he became increasingly prone to depressive moods, and was full of
self-pity, lamenting his lot and envying the life of the outsider. Life appeared to be an
intolerable burden for him.
Before he [Puccini] reached fifty years of age, he began to be 
tormented by the prospect of growing old and death. This would show 
even in such trifling matters as reading a programme that gave the date 
of his birth -  'I detest that “Puccini born ....’’ It always reminds me that 
in a few years will be added “died...”
Garner, 1958, p 182.
An unfortunate incident in February 1921 did not assist Puccini’s fear of death, 
when a newspaper reported that he was dying. Unbeknown to Puccini, it was a simple 
error of typography by the newspaper, and should have read Fucini (the poet), but the 
name was mis-spelt when it was reported via telegram. The news spread across the 
world and Puccini and his family received numerous letters and telegrams offering 
sincere condolences.
Puccini toyed constantly with the idea of undertaking an operation for 
rejuvenation. The first time he contemplated this was in 1920 when he had just begun 
composing Turandot, and three years later he wrote to Sybil on 26^  ^ January 1923 in 
relation to a Viennese surgeon who had started experiments in this direction:
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I think in March I shall go to Vienna to see that doctor! I’ve met a South 
American gentleman here [Viareggio] sixty-seven years old, who tells me 
that the operation is nothing at all and that the benefits are extraordinary 
-  he says he feels as though he were twenty-five again, and that it no 
longer tires him to walk and his mind is fresh and agile, etc. etc. -  why 
shouldn’t I do it too? My dear, my life is my own and means the whole 
world to me -  so why not? I have such fear and such horror of old age.
Garner, 1958, p 182.
It is known that Puccini (Garner, 1958) was deeply affected by the death of his mother 
and that despite her having been in ill health for some time, he was not prepared for the 
effect it was to have on him. However, this is the only evidence of Puccini being affected 
by death in Garner’s extensive biography.
Given Janacek’s mature age and his rise to success in the later years of his life, 
it is perhaps not surprising that the subject of his own death should be something that 
was constantly on his mind. In documented evidence (Tyrrell, 1998) it is stated that 
Janacek avoided funerals wherever possible, even those of his family and close friends, 
where one would usually expect social convention to dictate that he should attend in 
order to pay his last respects. Zdenka Janackova mentions this in her memoirs and 
gives an insight into their family lives. She mentions the death of Janacek’s mother who 
died at Janacek’s sister Josefka’s in Hukvaldy while she was visiting her. Janacek 
(Tyrrell, 1998) did not attend the funeral under the pretext that his health was not good, 
and he was not well enough to attend. He did not want Zdenka to wear mourning 
clothes as a sign of her respect -  it was as though he was attempting to block out any 
elements that would remind him of death.
When Zdenka’s father died, again Janacek did not attend his funeral although he 
had seen her father only weeks beforehand and made his peace with him, as both of 
them knew that his death was near. Zdenka said in her memoirs:
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I wrote to my husband that Father had died. I didn’t tell him when the 
funeral would be; I thought that if he wanted to, there would be plenty of 
time for him to come. [...] My brother and sister-in-law came for the 
funeral on Monday evening and stayed with me. On Wednesday 
morning [1 August] I got an express letter from my husband® in which 
he sent his condolences and informed me that he was arriving on 
Wednesday afternoon, asking me to get everything ready because he 
was going off again immediately to a music festival in Salzburg.^®
Janackova cited in Tyrrell, 1998, p 183.
The same was the case when Zdenka’s mother died (Tyrrell, 1998). Janacek
sent a telegram to his wife, expressing his condolences, but did not attend the funeral.
Janacek’s excuse for the non-attendance of either of Zdenka’s parents funerals was that
he was too busy working, yet Zdenka implies that this was not the case, and that it was
his inherent fear of death that prevented him from attending funerals, as his presence
would go some way towards acknowledging his own mortality.
The death of Janacek’s daughter Olga had a profound effect on him. Having had
a weak heart for a number of years, she was sent away, primarily to avoid the affections
of a young man of unsuitable character with whom Janacek wished her to sever all
connections. Upon her return, having contracted scarlet fever which left her rather
weak, her symptoms were similar to those of chronic rheumatic heart disease (although
this was never diagnosed). Zdenka said of Janacek:
He gave himself over entirely to his grief. He tore out his hair, crying;
‘My soul, my soul!’ It wasn’t possible to talk with him about anything, he 
was indifferent to everything, he was more in the way [than of any 
help].”
Janackova cited in Tyrrell, 1998, p 91.
Janacek had nearly finished JenCifa when Olga was dying; in fact he played her 
the Act I on her death-bed as she knew she would not live to hear the first performance.
® This letter has not survived.
Janacek was going to the First ISCM Festival in Salzburg, where his Violin Sonata Vil/7 had been selected for 
performance on 5 August 1923.
Olga died on Thursday 26'  ^ February 1903 at 6.30am
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From here, Janacek went on to compose the piano cycle On an Overgrown Path. In
here he pours out his suffering in two movements of the 10 movement series -
Unutterable anguish and In tears. It is significant that the material Janacek used for
these two compositions returns in his final opera The House of the Dead, forming the
basis of a monologue where the prisoner describes his love for a woman, and the tragic
murder of the man she was forced to marry.
The subject of death alongside the politics of the time inspired Janacek to write a
number of compositions- the Sonata 1. X. 1905 was written in memory of the death of a
worker. Although Janacek later destroyed the manuscript of two of the three movements
in a fit of self-doubt, the pianist who played the piece at the first performance recollected
that the third movement was a monumental funeral march.
When Janacek was in London in 1926 the General Strike had caused much
unrest in the country. In fact, Janacek was witness to a shooting of a worker, in the
street for no apparent reason. Upon his return to Brno, Janacek started work on a violin
concerto {Pilgrimage of a Soul). Although this work ended up, in a final revision, as the
overture to The House of the Dead, its inspiration has been linked with this incident, and
the underlying sentiments of the music remain the same even in its later form.
Dostoyevsky’s story. The Kreutzer Sonata, formed the programmatic theme of
his First String Quartet, Janacek said of it in a letter to Kamila Stosslova:
I myself am excited and it’s already a year since I composed it. I had in 
mind a poor woman, tormented, beaten, battered to death, as the 
Russian writer Tolstoy wrote in his work The Kreutzer Sonata. They’re 
playing it on Friday [17 October] and again on Monday -  and they’ll 
play it throughout the whole world perhaps.^^
Janacek cited in Tyrrell, 1994, p 57.
Tolstoy’s novella The Kreutzer Sonata (1889) served as the programmatic basis for Janacek’s Piano Trio (1908-9), later 
rewritten as his First String Quartet. Pozdnyshev does not in fact batter his wife to death; his attack on her, discovering 
her one night with her violinist iover, is with a "curved Damascus dagger’. Any previous battering was seemingly mental 
(this is a first-person narrative): frequent arguments between married partners who had falien out of iove during their 
honeymoon.
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Janacek’s home town decided to bestow the honour of erecting a bronze bust of
the famous composer and yet this gesture disturbed Janacek. When asked about the
unveiling he said he did not want to be present as busts were usually made in memory.
He wrote to Kamila:
I addressed myself; except that a bust like that suggests that it’s done 
for the future-when the living will be no more. It saddened me."*®
Janacek cited in Tyrreil, 1994, p 84.
When Janacek was dying, he decided to make the final changes to his last will
and testament. As he was extremely weak, the doctor suggested that he should sign it
when he felt better. However, as Zdenka said:
I think that he didn’t believe in this comfort, that he already knew how 
things stood. My view is confirmed by the fact that he refused an 
injection to stimulate him: ‘Let me die, nothing will help me now.’
Janackova cited in Tyrrell, 1998, p 232.
His quiet acceptance of death at the end was at odds with his fear of it throughout his 
life.
Letter to Kamila Stosslova Brno, 29 January 1926
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Butterfly’s and Katya’s Deaths
There are only two occasions in Puccini’s operatic output where death is not 
incorporated into the operatic drama. In Manon Lescaut and La Bohème the heroines 
die of illness, in Edgar it is a woman scorned who stabs her rival, in II Trittlco (I) II 
Tabarro the husband kills his wife’s lover, in (II) Suor Angelica the heroine commits 
suicide and in (III) Gianni SchicchI the opera opens with the death of an elderly wealthy 
man. Interestingly, Suor Angelica, Turandot, Tbsca and Madama Butterfly are Puccini’s 
four operas where his heroines commit suicide. Accordingly, Butterfly’s death was not 
the first suicide that Puccini had portrayed in his operas, and if constraints of space were 
not an issue, it would be interesting to compare her death with the depiction of his other 
heroines’ suicides.
In terms of sheer volume, Janacek’s operatic output was less than Puccini’s, yet 
death occurs in all of Janacek’s mature operas, although no two deaths are portrayed in 
the same way. In Osud, the heroine falls from a balcony, pushed by her mother, who is 
also killed by the fall, infanticide by the heroine’s stepmother is the climax of his opera 
Jenùfa and in The Cunning Little Vixen, Sharpears is shot whilst playing with her 
children. The Makropulos Case is the only other opera where Janacek depicts suicide, 
yet the desired death of Emilia Marty in The Makropulos Case and her positive release 
from her 300-year-old life is so far removed from the despair of Katya Kabanova it is 
nearly impossible to compare the two.
However, despite the different ways in which Puccini and Janacek portray death 
in their operas, there are similarities in the manner of the deaths of Butterfly and Katya, 
primarily in the manner by which they embrace death. For both of them, it is a 
calculated decision -  for Butterfly it is evident from the moment that Pinkerton returns 
with his wife to take away their son, and likewise, there is a mental shift in Katya’s 
perception of death in her final monologue as she describes the birds that will fly over
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her grave. This acceptance of death makes the reasoning behind the deaths all the
more interesting, and it is for this reason that they should be examined in detail.
The fact that Butterfly chooses to perform hara-kiri is telling of her mentality and
attitude towards herself and her heritage. The reason for her suicide is obvious -
without the hope of Pinkerton’s return (which has kept her alive over the last few years),
and the knowledge that he no longer has any need for her, having found and married his
true American wife, the only thing she has left is her son. When he is taken from her,
she decides that 'tis better to die, than live without honour’.
Throughout the opera Butterfly has chosen to turn her back on her traditional
customs, her religion and her family in an attempt to live life as an American woman, as
she believes Pinkerton would wish her to. Yet in her final hours, she returns to the robes
that she wore on her wedding day, and the traditional method of self-sacrifice (which her
father had used). By using the knife he used to kill himself, she reinforces her past life
and ends hers the only way that she knows how. As Lafcadio Hearn wrote:
About the close of the fifteenth century, the military custom of permitting 
any samurai to perform hara-kiri, instead of subjecting him to the shame 
of execution, appears to have been generally established. Afterwards it 
became the recognized duty of a samurai to kill himself at the word of 
command. All samurai were subject to this disciplinary law, even lords of 
provinces; and in samurai families, children of both sexes were trained 
how to perform suicide whenever personal honour or the will of a liege 
lord might require it... Woman, I should observe, did not perform hara 
kiri, but jigai- that is to say, piercing the throat with a dagger so as to 
sever the arteries by a single thrust-and-cut movement... The important 
fact to remember is that honour and loyalty required the samurai man or 
woman to be ready at any moment to perform self-destruction by the 
sword.
Hearn, 2002, p. 44.
In taking her life in this way. Butterfly does not bring shame on her family -  her final 
words to her son are “Non saperlo mal per te, pel tuol puri occhi, muor Butterfly, perché 
tu possa andar di là dal mare senza che ti rimorda ai dl maturi II materno abbandono.”
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(Though you ne’er must know it ‘tis for you, my love, for you I’m dying. Poor Butterfly.
That you may go away beyond the ocean, never to feel the torment when you are older,
that your mother forsook you!)
It is interesting to note that even at this point, where Pinkerton has not had the
courage to see Butterfly face to face, to discuss the future of their son, she is still of the
opinion that his life would be better overseas with him, with a new American mother
instead of herself. This in itself demonstrates her feelings of inferiority as a culture, if
she can genuinely believe that this is what is best for the child -  it is for his future that
she sacrifices her own life.
As with Butterfly, the manner of Katya’s death is also not surprising. Given the
continuity of the river Volga, and its consistency within the opera, for Katya this could be
identified as a ‘return to nature’. The river Volga (finally depicted as a character in its
own right in the final act of the opera) has extreme significance. Following Janacek’s
compression of Ostrovsky’s play, the river figures in each of the remaining six scenes. It
is clearly symbolic, but there has been much discussion as to how. As Brod wrote:
Perhaps if one saw in the monstrous, ceaselessly flowing masses of 
water churning head-long In the Volga a symbol of the inexorability with 
which life in tsarist Russia, unchanging and invincible, marched with 
relentless tread over the corpses of its children -  perhaps then one 
would approach its meaning, or some shade of it. What can Katya, 
pale and fragile, this pious rebel, do in the face of the timeless Volga -  
this, or something like it, seems to be the message of each scene, a 
message repeated so often that, in the end, the unhappy woman flings 
herself into the river, perishing In its timeless depths. The Volga has 
triumphed, tsarist orthodoxy can continue on its way unimpeded. And 
even in the opening bars of the overture, in the ominous timpani 
strokes, one senses the remorselessness, the inexorability of this 
might, cruel Russian world that has astounded us from time immemorial 
by its ruthless inflexibility.
Brod, 1982, p 164.
Katya’s readiness to sleep with Boris is totally at odds with her religious, pious 
state and yet Ostrovksy’s story is based entirely around this conflict of religion and guilt 
and Katya’s inability to reconcile the two. This is evident from her first appearance on
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her way back from church, where it is obvious from Boris’s and Kudrjas’s comments that
she is a regular churchgoer and her descriptions to Varvara of how as a child, she was
at her happiest when she was praying in church. The memories Katya mentions of her
childhood are of flying angels, yet even then she speaks of a devil tempting her. Wilfred
Mellers suggests that the flying angels have some underlying sexual implications.
since her marriage her dreams and visions have changed to 
nightmares and, though the birds are still present, agitatedly 
chattering in the orchestra, her music is undermined by whole-tone 
ambiguities similar to those that so often accompany Kabanicha’s 
violence and the young lovers’ pastoral simplicities in a Act II.
Mellers, 1982, p 75.
However, the question that Janacek does not wholly answer in his opera is that
of the purpose of Katya’s death. There have been various suggestions from scholars:
David Pountney suggests that Katya dies of guilt. Yet while it is evident from her
character that the guilt of her actions weights very heavily on her, given that she has
confessed everything to her husband, and while not having given absolution from her
sins, it is evident that should she desire to return to him, that he would receive her. It is
not simply guilt that drove her to her death -  more the release from life. Max Brod wrote:
Kat’a’s death is brought about by inner forces, the lie and the sin simply 
overmastering her. Her very death makes her as pure and as lovely as 
she ever was. Unable to bear the burden of her conscience she brings 
about her death, very much like Kleist’s Penthesilea, by her own words: 
with no one pursuing her, in no danger of discovery she throws herself 
at the feet of her husband and her mortal enemy Kabanicha, confessing 
to all humanity her infidelity and openly demanding punishment.
Brod, 1982, p 162.
While Brod makes the valid point that Katya was not being pursued into 
confessing her infidelity to her husband, what he does not mention is that the reasoning 
behind Katya telling her husband was her religious and moral beliefs. Given that the 
church is one of Katya’s few happy memories, and her insistence of attending
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confession, it is therefore not surprising that with morals like these, she requests 
forgiveness from the man to whom she has been unfaithful.
In terms of Janacek’s portrayal of Katya’s death, her final monologue can be split 
into two sections, the latter during which her mind wanders and thoughts of her own 
death take hold of her. Again, surprisingly, given the religious implications of her faith, 
she does not ask for forgiveness, instead mentioning only the birds that will fly over her 
grave. It is perhaps that she does not feel herself worthy of forgiveness, or it could be 
her own realisation that suicide is in fact a sin, but her own mortality is not questioned.
In the case of Katya Kabanova, it could potentially be suggested that Katya 
simply does not wish to live in a world where she is not understood and not able to love 
freely. Her death is viewed as a release from life -  a leap of faith to something that has 
to be preferable to her monotonous existence, with a man who beats her and a mother- 
in-law who despises her. There is no one ‘correct’ way of interpreting Katya’s death, yet 
in some respects that is what makes her suicide so significant. Katya breaks the mould 
of convention in terms of the operatic heroines -  her death cannot be categorised as it is 
not for love of Boris that she takes her life -  it is about something much deeper than the 
love of a man. Her suicide is not calculated, whereas for Butterfly, once the decision has 
been made, the scene is set -  she is adorned in traditional dress, defiantly clasping the 
dagger to her throat, knowing that Pinkerton, Sharpless or Suzuki will find her body as 
demonstrated by her instruction of “Fra mezz’ora salite la collina.” (climb this hill an hour 
from now.) In contrast, Katya surreptitiously, without ceremony, takes her own life. It is 
not Tichon, Boris or Kabanicha who sees her jump into the Volga, it is deliberately titled 
a man in the score -  unidentifiabie and anonymous.
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Conclusion
In the music of the late nineteenth and early twentieth-century, the issue of 
allusion is one that has been widely acknowledged. As discussed in previous chapters, 
the backgrounds and origins of Madama Butterfly and Katya Kabanova have strong 
parallels. Both plays have realist undertones which were Indicative of the aesthetics of 
the time, Madama Butterfly being based on a true story and Katya Kabanova being a 
realist depiction of Russian life. The similarities in the characters of Cio-Cio-San and 
Katya and the way in which they are treated by the men they love suggests an 
immediate connection between the two heroines, reinforced by Janacek’s letter to 
Kamila admitting that Puccini’s opera had touched him.
Janacek’s refused to directly ‘quote’ from other composer’s music, particularly in 
relation to traditional folksongs, preferring instead to take ideas and concepts and learn 
to write in the style instead. Therefore Janacek’s creation of a clinamen through alluding 
to Butterfly’s opening scene in the introduction of Katya in Act I was only the first stage 
of this process. His development of this, both harmonically and dramatically through his 
choice of keys, chords, motives and scorings strengthens the allusion further, yet still 
retains the distinctive ‘Janacek style’. The Introduction of Katya appears to reflect not 
only the innocence and beauty of Butterfly’s character but of Janacek’s love for Kamila, 
making Katya’s character more credible and adding additional weight with the parallel of 
Butterfly’s fate.
Janacek appears to directly quote from ‘Bonzo’s Curse’ in his ‘Oath Motif’, the 
intervals and melodic outline of ‘Bonzo’s Curse’ being especially striking, and dearly 
recognisable. It is difficult to believe that Janacek would not be aware of this similarity or 
conscious that by using his ‘Oath Motif’ at such a significant point in the opera that it 
would not be recognised as an allusion. In both operas, these two themes signify the 
major turning points that affect the dramatic action that follows -  Butterfly firmly believes
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that her Uncle Bonzo’s curse will lead to disaster, and likewise Katya’s desperation for 
her husband to make her swear an oath suggests that she genuinely thinks that this 
would prevent her from succumbing to Boris’s amorous advances.
Both operas are structured around the use of themes and motives. Whereas 
Puccini characterises the difference in cultures between Pinkerton and Butterfly through 
contrasting Eastern and Western styles of music, Janacek takes a subtler approach, 
basing his around quasi-Russian folk melodies. Boris has no music of his own -  his 
stems from Katya, to suggest that his personality is not strong enough to define his own 
themes, and that he is nothing without her. However, both composers favour the use of 
two main motifs or themes- their function being to embody the work’s essential spirit. In 
Madama Butterfly 'Bonzo’s Curse and the ‘Fate Theme’ encompass the whole work, 
whereas Janacek takes this concept one stage further by using the ‘Fate Theme’ and 
the ‘Volga Theme’ in Katya Kabanova, the climax of the opera being where the two 
themes are combined to tremendous dramatic effect. In both operas, this use of 
recurring themes gives another fundamental psychological layer to the music. For 
example, ‘Bonzo’s Curse’ is used to destabilise Pinkerton’s sentiments in the love duet 
at the end of Act I. Likewise, there is a sense of foreboding created by the use of the 
‘Fate Theme’ as Tichon leaves Katya to go to market, against her wishes.
Puccini and Janacek favour the use of specific keys and key colours in the death 
scenes of both operas. In the final act of the opera Puccini appears to alternate between 
major and minor keys -predominantly F major/minor and Bb major/minor and prepares 
Butterfly’s suicide with a harmonic struggle between the sharp keys of F# and B minor. 
Likewise, Janacek alternates between Gb major and minor in the final act of Katya 
Kabanova and favours the use of Eb minor to characterise his wordless chorus in the 
Volga Theme leading to the end of the opera being firmly established in Bb minor. Both
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composers use specific keys and major/minor clusters of light and dark keys to great 
effect, underpinning the emotional drama of the scenes.
As one would expect, there are fundamental differences between Puccini’s and 
Janacek’s operatic writing. The main distinction Is Janacek’s use of speech-melody as a 
basis for his realist vocal lines. Puccini writes within the confines of his standard 
aria/trio/duet format, attempting to define the music as realist through its orchestration 
and scoring. Janacek takes elements of symbolism further than Puccini, through his 
portrayal of the River Volga as a character in its own right. However, these differences 
are not surprising, given the eighteen years that separate the first performances of these 
two operas. Janacek’s style of operatic writing was progressive, in relation to the 
aesthetics of the time, and If one were to compare Jenùfa in relation to l\/ladama 
Butterfly, its symbolic elements would possibly be closer.
It was known that Janacek was an admirer of Berg and accordingly he 
acknowledged that the prisoner’s snoring in the final act of The House of the Dead was 
as a direct result of Berg’s operatic masterpiece Wozzeck. Given Janacek’s openness 
to admit this, it is therefore possible that a similar situation arose with Puccini’s Madama 
Butterfly, but that the elements of allusion towards Madama Butterfly were more subtle 
than those of Wozzeck. As Stravinsky (Stravinsky, cited in Yates, 1967, p 41.) said “a 
good composer never imitates -  he steals” and this is exactly what Janacek has done. 
His individual compositional style guarantees that the allusion is not portrayed as him 
merely having been influenced by Puccini (as was the case with Brahms and 
Beethoven) but that by choosing to take selected elements of Puccini’s style and making 
them his own, he demonstrates not just his own skill as an operatic composer, but also 
his respect and admiration for Puccini.
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Unlike Brahms, Janacek did not appear to struggles with the ‘anxiety of influence’ 
-  he was open in his criticism and praise of other composers^ and It Is for this reason 
that I am of the opinion that the fundamental reasoning behind the connection with 
Madama Butterfly was a conscious decision on Janacek’s part to allude to Puccini’s 
opera. The similarities in character, motif and key, not discounting those in subject 
matter and plot suggest that through his high regard for Madama Butterfly that Janacek 
paid homage to Puccini through deliberately alluding to Puccini’s music in his own.
’ As discussed In earlier chapters, Janacek was critical In relation to Mussorgsky and Wagner, and openly 
admired Berg and Puccini.
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Appendix A
When one considers the synopses of Puccini’s operas, for all but two of them, 
death is the common factor, and in order to place Madama Butterfly in the context in 
which it was written. It is important to examine Puccini’s operatic output as a whole. 
Despite the varying subjects, this is exemplified from his first opera Le Vllll through to 
Turandot. In Le W//the heroine Anna dies of a broken heart, waiting for Robert (her 
betrothed) to return from collecting his inheritance. He finally returns and remembers 
the girl he left behind. Her father calls upon her soul to take revenge on her former 
lover, and appearing to him, she draws him into a whirling dance and he falls dead at her 
feet.
In Edgar, the plot is based around the love triangle of Edgar, Fidelia and the 
sensual Tigrana. Through attempting to protect Tigrana’s honour, Edgar runs away with 
her, only to realise that his true love is indeed Fidelia. Tigrana swears revenge, and 
stabs Fidelia, and, led away to be executed, leaves Edgar heartbroken.
In fJlanon Lescaut, Puccini’s heroine Manon falls desperately in love with Des 
Grieux, a young student. Despite their wish to be together, a series of events leads 
Manon to being arrested and labelled as a prostitute and thief. She is arrested and sent 
to prison. Des Grieux attempts to help her escape and they flee to safer lands, but the 
journey is too late for Manon who dies of thirst and exhaustion.
Puccini’s famous La Bohème is no different to his other operas in terms of the 
heroine’s tragic fate -  despite Mimi’s love for Rodolfo, a young student neighbour, the 
two lovers’ disagreements and petty quarrels force them to part. Throughout the opera 
her ominous cough implies her fragile state of health, and although the two are briefly 
reunited, Mimi dies at the end of the opera.
In Tosca, the heroine is a murderer and kills Scarpia in order to save her lover 
Cavaradossi, but prior to his death Scarpia double-crosses Tosca, telling her that he will
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save the life of her lover. When Tosca finds out that this is not the case, and Scarpia’s 
body is discovered, she commits suicide.
Madama Butterfly ends in tragedy, with the heroine Cio-Cio-San marrying an 
American naval officer who deserts her. He returns some years later upon finding that 
Butterfly has given birth to his son, and upon hearing that he is intent on taking his son 
back to America with him and his new wife. Butterfly commits hara-kiri and takes her 
own life.
Puccini’s exception to the rule so far in his opera writing is La Fanciulla Del West, 
where there is no death. The possibility of death hangs heavily within the operatic plot, 
in that the heroine Minnie is prepared to risk her live and that of her outlawed lover 
(Johnson) on a game of poker with the sheriff. The sheriff cheats and thus wins the 
game. However, as Johnson prepares for his death through lynching, Minnie returns to 
rescue him, telling his captures that the greatest bible teaching is that even the worst 
sinner can be redeemed. Johnson is released and he and Minnie begin their lives 
together.
La Rondlne is Puccini’s second opera that does not contain death -  at a society 
party the young heroine Magda tells of her first romantic liaison with a young student. 
She is currently the mistress of a wealthy banker Rambaldo. It is not until another party 
that Magda recognises the son of a friend of Rambaldo’s as her first love. They elope 
together, and it is not until they have been living together for months, that her lover 
Ruggero and Magda decide to get married. He writes to her mother for permission, but 
her response is such that Magda decides she is not worthy enough to be his wife, and 
she returns to Rambaldo.
In II Tabarro, the operatic plot is based around a love triangle set with the 
backdrop of the River Seine. The heroine Giorgetta has been having an affair with Luigi, 
a young stevedore. When her husband Michele ponders over the identity of his wife’s
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lover, and lights his pipe, mistaking this for a lover’s signal, Luigi rushes over to Michele, 
and thus his identity is revealed. Michele kills him, and when his wife returns, pretending 
to be repentant, she asks to be taken under his cloak, whereupon he presses his wife’s 
face against that of her dead lover.
Suor Angelica tells the tale of Sister Angelica who has borne an illegitimate child, 
and in an attempt to repent has turned to life in a convent. Unable to forget her child, 
when her aunt visits her, she asks about him. The cruel aunt informs her that her son 
died two years previously, and the despairing Angelica poisons herself. Aware of the sin 
of suicide, she prays to the Virgin Mary, and is granted a vision of her son walking 
towards her on her deathbed.
Puccini’s penultimate opera Gianni SchicchI opens with the death of the wealthy 
Busoso Donati. His greedy family are concerned that he has left his fortune to the 
monks of Signa, and when the will is read this turns out to be true. The young nephew 
Rinuccio wishes to marry his lover Lauretta, but as she has no dowry, has been relying 
on his presumed inheritance. The family call upon SchicchI (the father of Lauretta) to 
help them. He suggests posing as Donati on his deathbed, calling in a lawyer and 
bequeathing the estate back to the relatives. They agree, but Schicchi double-crosses 
them, naming himself as the sole heir. He then has enough money to give his daughter 
the dowry she needs to marry Rinuccio.
Puccini’s final opera Turandot \s by far the most complex of his plots, and the one 
that he himself thought was the climax of his technical realization of his dramatic 
intentions. He found it the most demanding of his operas; at one point he almost gave 
up. The plot centres on the Princess Turandot, who has vowed she will only marry a 
suitor of noble birth who Is capable of solving three enigmas she has set, failure of this 
resulting in their death. As the crowd gathers to witness the first execution of a Persian 
prince who has been unsuccessful In his attempts, the King of Tartary (Timur) and his
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devoted companion Liu (a slave girl) watch also. Calaf (Timur’s son, who has been 
presumed dead In battle) is also in the crowd, and is reunited with his father and Liu. 
They watch as Turandot sends the first suitor to his death by execution, and despite her 
coldness, Calaf falls In love with her. Turandot’s suitors are assembled in Act II, 
awaiting her instructions as to the riddles -  she explains the reasons for her vow: that 
years ago her ancestress Lo-u-ling was carried off by a barbarian king, and it Is for this 
reason that she imposes the trial on them. Calaf answers all three of Turandot’s riddles, 
and distraught at the prospect of becoming a slave of a foreigner, she begs him to 
release her from her vow. He agrees, but on the condition that if she discovers his name 
and origin by dawn, he will die. Turandot’s guards come in the night, and arrest Timur 
and Liu, hoping that as they have been seen with Calaf, that they will reveal his name to 
them. Liu, terrified that Timur will be subjected to torture in their quest to find his name, 
declares that she alone knows it, but rather than reveal it, stabs herself to death. Calaf 
reproaches Turandot for her cruelty, and in a moment of boldness, he kisses her. She 
realizes that she loves him, and that has been willing to give his life for hers, and he 
reveals his name (Love) to her. The opera ends in general jubilation.
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Appendix B -  Bloom’s Six Revlsionary Ratios
Harold Bloom’s The Anxiety of Influence (1973) Is based on the principle that all 
literary texts are, in fact, a misreading of those that have preceded them. In order to 
explain his theory behind this. Bloom identifies six revisionary ratios that describe each 
possible scenarios of the poet:
The first ratio is entitled Clinamen, which is used to describe atoms when they 
‘swerve in order to make change possible in the universe. In literary terms. Bloom Is 
suggesting that up to a point the poet follows the direction of the precursor. He then 
changes direction, swerving away from it (implying a level of superiority on the poet’s 
behalf) almost to assume that, with his added experience he realises the value in what 
the precursor has done, but can improve upon it and that the precursor should have 
originally moved in the direction that the poet has since chosen to.
The second ratio is Tessera^ meaning a token of recognition whereby new 
elements are combined with other fragments in order to constitute them as a whole. The 
poet therefore ‘completes’ his precursor by reading his original poem, but taking 
elements of it to mean something in another sense.^
The third ratio Kenosis (literally meaning emptying himself) is a breaking-device 
with movement towards discontinuity with the precursor. This idea is taken from the 
Bible where Jesus humbled himself in emptying himself of his divinity in order to become 
human and to live life as a man. The poet suggests that if the precursor can be reduced 
in status, the original poem can be viewed as less absolute than originally thought, 
therefore enabling a place for himself. This is similar to Michael Foucault’s view of
’ Bloom, H. The Anxiety of Influence p. 49. Tessera means completion and antithesis
 ^ In musical terms, an example of this might be Stravinksy's Pulcinella (1919-1920) which was composed for Diaghilev 
and was a re-composltion of music attributed to Pergolesl. It Initiated the ‘neo-classical’ phase in Stravinsky’s career. 
Jeux de Cartes (1936) is another example where elements of baroque and classical string writing are transformed and 
used within a neo-classical style.
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historians who, when faced with difference attempt to generalise it away. Foucault 
writes:
For the history of ideas, the appearance of difference indicates an error, 
or a trap; instead of examining it, the clever historian must try to reduce it: 
to find beneath it a smaller difference, and beneath that an even smaller 
one, and so on until he reaches the ideal limit, the non-difference of 
perfect continuity.
Foucault, 1972, p 171.
The fourth ratio Daemonisation is taken from neo-piatonic usage and means a 
movement towards a personalized counter-sublime, in reaction to the precursor’s 
sublime where an intermediary being (neither divine nor human) enters into the master 
to aid him. The later poet opens himself to what he believes to be a power in the parent- 
poem, but this is of a range just beyond the precursor, allowing the uniqueness of the 
eariier work to be generaiised away.
Askesis is the fifth ratio whereby the later poet experiences not so much a 
revisionary movement of emptying but one of curtailment. He yields up part of his own 
human and imaginative endowment, so as to separate himself from others. This
includes the precursor and the separation is therefore achieved by stationing it in regard 
to the parent poem, so as to make that poem undergo an askesis too, as the precursor’s 
endowment is also curtailed.
The final ratio is Apophrades, meaning return of the dead. The word is taken 
from the Athenian dismal or unlucky days upon which the dead returned to re-inhabit the 
houses in which they had lived. It is therefore where the later poet, in his own final 
phases, already burdened by an imaginative solitude, holds his own poem so open 
again to the precursor’s work that at first we might believe the wheel has come full circle. 
Now the poem Is held open to the precursor (where once it was closed) and the effect is 
that the new poem’s achievement makes it seem to us, not as though the precursor
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were writing it, but as though the later poet himself had written the precursor’s 
characteristic work.®
® An example of this could be Brahm’s Variations on a Theme of Haydn Op. 56a (1873).
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Appendix C -  Primary Motives used in the death scene of Madama Butterfly
Andante sostenuto, Act II, Second Part bars 1 - 3 ,  Theme A
J =  5 6  L > : i
A
vA--
\lkn-
Figure 1, Theme B
a tempo
a
con passjone
Figure 2, Theme C
J* =  ]00
n  f
Lin Poco meno, Figure 4 + 6, Theme D
U np o co  meno
Tenors L
po co  ra i lOh eh! oh eh! Oh eh! oh eh!
Tenors IL
)h éh!
poco  r a i l
244
Meno ancora, Figure 5 + 7, Theme E -  Fate Theme
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Figure 102+ 5 (Act I), Theme O -  ‘Bonzo’s Curse’
Comi
Figure 31+ 8 Theme O -  Bonzo’s Curse’
Vivo, Figure 32 + 14, Theme 01 -  ‘Bonzo’s Curse’
do ve?
meno forte dim
olto cresc
249
Figure 3 5 - 7
ti-mo...
mp
Figure 35
Tu Su - zu - Id cheseitan-to buo-na, non pian-ge-re!
Figure 39, Theme 02 -  ‘Bonzo’s Curse’
m
Meno, Figure 51 +10, Theme 03 -  ‘Bonzo’s Ourse’
r-a-h-i
:^-L34>'gJ.
250
Andante sostenuto, Figure 55, Theme P
see - so_ dal 1—8—1no. me,
Andante energico, Figure 58
tutta forza
W T W W
251
Appendix D -  Primary Motives used In the death scene of Katya Kabanova
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Appendix E -  Mattheson’s and Schubart’s descriptions of keys
Johann Mattheson is probably most well-known for his description of key colours within 
the seventeen most practical keys. However, he acknowledged in Das neu-eroffnete 
Orchestre (Mattheson, 1713) that the subject of key characteristics is somewhat 
contradictory, as not all people have the same temperament, and accordingly therefore 
keys evoke different moods depending firstly on the individual and secondly how that 
individual is feeling.
What Mattheson is attempting to identify with his list of key characteristics is to 
correspond it primarily with his own temperament and compositions, rather than 
attempting to apply it as a general rule across all music. In stating this, he wisely 
acknowledges that it has little relevance to other composers. However, in the context of 
key colours, it is one of the few texts on the subject, and should not be ignored. 
Interestingly Christian Schubart’s Ideen zu einer Aesthetik der Tonkunst (written in 1784 
-  85) follows on from this, giving a detailed description of key colour and their 
characters. While Beethoven, Schubert, Vonsek and other classical and romantic 
composers were familiar with Schubart’s work, there is no evidence to suggest that 
either Puccini or Janacek were, and it would be inaccurate to presume that this had any 
kind of influence on them. Whilst is it obvious that some key choices do not match 
Mattheson or Schubart’s descriptions, it is interesting to identify places where Puccini 
and Janacek have used the same key to characterize similar dramatic actions. The 
following chart shows their key choices in relation to the dramatic action in both operas.
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